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INTRODUCTION. 
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THIS Grammar of Rhetoric b deagned to succeedi in 
die course of educadoiii the study t^ English Grammar. At 
that period, the young.4studeDt is most likely to enter with 
vigour upon the study ot a branch of educaticMi, which has 
been deemed essential, in our public seminaries, taformthe 
mind for engaging iq the active concerns of life. It is then 
that he should be taught, that a minute and trifling study of 
words alone, and an ostentatious and decdtful display of or- 
nament and pomp of expression, must be exploded from his 
compositions, if he would value substance rather than show, 
and good sense as the foundation of all good writing. The 
principles of sound reason, must then be employed to tame 
the impetuosity of youthful feeling, and direct the attention 
to simplicity, as essential to all true ornament. 

In prosecution of this plan, the Author has, throughout 
this work, first laid down the principles or rules of legiti- 
mate Rhetoric ; he has then ^vea popular illustrations of 
these prmciples or rules j he has next confirmed his views, 
in the illustrations, by appropriate examples ; and, finally, 
as these examples, or illustrations, fiunished analyses or 
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IT INTRODUCTION. 

coroDaries, he has endeavoured to make them tend to the 
improvement of the student's good taste, and of true orna- 
ment in composition. 

* 

Rhetoricians have usually mtroduced their pupils to a 
knowledge of their art, by some history of the origm and 
progress of language. Accordingly, in this volume, the Au- 
thor has foUovired a {N*ecedent, which the world has long ap- 
proved. The TiRST BOOK treats of die origin and structure 
of those external signs, which are used, as names, attrilHites, 
or actions of objects ; or to denote the various operations of 
the mental faculdes, with which it is our buidness to become 
acquainted. 

The SECOND BOOK treats of the principles oi Genebjue. 
G&AMUAB ; or, m other words, of the principles upon which 
philosophical grammarians have attempted to discriminate 
and classify the component parts of human speech, whether 
spoken or written. An examinaticm of the natube and 

CHARACTEB OF THE USE WHICH GIVES LAW TO LAN- 
GUAGE, naturally followed the " Principles of General 
Grammar,'' and led to the development of the nature 
AND USE OF VERBAL CRITICISM, loiih its principal neZef, 
or canons^ hy which^ in aU cur decisions j we ought to be 
directed. And in this branch of the sut^ct, the olgect has 
been to exercise the understanding and natural s^sibilitjr 
of the pupil, by the exhibition of what has pleased or dis- 
pleased jritics, in the perusal of the best models of literary 
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UfXBODUCTION. 

eoinpositioD. It is presumed, that young minds wiU thus 
begin to think and feel for themselves ; and, by the diree* 
tioDS they receire, acquire confidence in their own powers, 
of approving or disapproving whatever falls under their geik* 
eral reasonings, in the higher qualities of composition. True 
criticism will teach the student how he may escape those 
errors and mistakes, to which he may be exposed, eithei 
firom not understanding, or from misapplymg, her established 
ndes. But to render her assistance most e^ctual, the Au- 
thor has dwek very fiilly on the princij^es of Gramkati*^ 
C4L PoBiTT, as it reqpects barbarismsy $olecism$y idiatitmSf 
fmlgamnuy improprieiy inphrasesy and as it teaches pre- 
cision of expression in speech or writing. 

The natube ani> btkoctdbx ot sentences, the gen«- 
kbal pbincxpxies of pebspicuitt, and the habmont of 
FERIOD8, winch are illustrated in book third, have un- 
folded numerous errors to be avoided in the structure of 
aentaices, and the arrangement of single words. The qua^ 
ities of iTNiTT and strength, in the structure of sentences, 
have gathered aroimd them a series of rules, which, if ap- 
p£ed to the ex^ciies diat the piq^il should be required to 
write, cannot fail to enlighten his mind, and govern his judg- 
ment, in the principles and practice of composition. It was 
necessary, however, to ^ow how much PERspicuiiY of 
LANGUAGE and STYLE Contributed to the elegance of classi- 
cal compositions and eloquence ; and, accordingly, this mat^ 
ter is treated precisely as Dr. Campbell has treated it, in 
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his " Philosophy of Rhetoric." No writer has yet excelled 
Dr. Blair, in himinous views of the " Harmony of Peri- 
ods ;" and these views we have embodied m this Gram- 
mar. 

In BOOK FOUKTH, dic principal " Rhetorical Figures *' are 
treated at great length, and illustrated by copious examples^ 
without, however, encumbering the mind of the pupil with 
catalogues from the ancient cntics, of other figures, pardy 
grammatical and partly rhetorical, which would have fur- 
nished Utde instruction, and less amusement. For it is, 
perhaps^ not the least task on the part of the instructors of 
youdi, to render their precepts engagmg, by vivacity of in>^ 
agination, and the charms of genuine ornament. This, how- 
ever, is an inferior merit, when compared with the chaste- 
ness and morality which should distinguish examples and 
illustrations selected for youth. The principles of virtue 
and honour, of delicacy and refined taste, are, it is hoped, 
inculcated throughout these examples, with that assiduity 
which will entitle the Author to the humble reputation of 
having laboured to improve, in those for whom he wrote, 
' the important habits of a religious education. 

In BOOK FIFTH, the NATT7BE OF TASTE, and the SOUBCES 

OF ITS PLEASUBES, com|Hled pardy from Dr. Blair's Lec- 
tures, pardy from Lord Kames's Elements of Criticism, 
and agreeably to Alison's " Essays on Taste," have been 
set in such lights, as may enable the youthfid mind to attain 



, INTI^)DUCTI0N. ^ Vri 

some practical acquaintance with the productions of genius, 
in Poetry, Sci^ture, or Painting. A cwrect perception of 
the excellences of composition and eloquence, is closely 
connected with a knowledge of the productions in the fine 
arts. The young student, on being made acquainted whh 
the principles which regulate the standard of taste^ so far 
fNSim leamkig to suspend the exercise of his o^m judgment, 
is taught to investigate the grounds upon which those prin- 
ciples are supported, and in comparing them with the sim- 
ple dictates of his own mind, to form, from the various 
sources which reading and reflection may afford him, the 
elements of rearing for himself a standai'd of taste, to 
which, in more matured life, he may refer such productions 
of tlie fine arts, or of polite literature, as fall under his ob- 
servation. 

Book sixth, appropriated to the general characters of 
style, treats, first, of the diffuse and concise styles of compo- 
sition ; secondly, of the dry, plain, neat, elegant, and flotU" 
ing styles ; thirdly, of the simple, effected, and vehement 
styles ; and then gives directions for forming style. Of 
what importance the illustrations and examples of diese 
several styles must be in the composition of themes, it is 
superfluous here to speak. The remaining chapters of 
Book VI. are devoted to " The Conduct of a Discourse in 
all its Parts f^ — ^to ^^ Historical Writing,'*^ — ^^Annals,'^^ — 
^^Memoirs,^^ — " BiogrUphy,^^ — " Philosophical Writing^ 
— ^^ Dialogue^'^ and ** Epistolary Correspondence.^* 
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In BOOK SEVENTH, the origin and different kinds of Po- 
etry are handled more widi a view to form the pupil's'taste 
for the stqdy of Poetry, than to inspire him with the thirst of 
reaping fame in die doubtfid field of poetic composition. 
Tet, to those whose genius may lead them that way, the 
principles of poetic composition, of its several styles, and 
of the ornaments which it admits, cannot fail to prove 
useful. 

The conclusicm of the work treats of pronunciation, or 
delivery, as it respects, chiefly, public speaking ; and here, 
as in Book VI. and VII., the labours of the Author's pre- 
decessors have chiefly furnished principles and illustra- 
tions. 

London^ Avgust 24, 1818. 
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BOOK I. 



OF LANGUAGE AND STYLE AS THE FOUNDA. 

TION OF ELOaUENOE. 



CHAPTER L 

OF THE RISE AND PROGRESS OF LANGUAGE JW THB 8TR«^ 
TURE AND COMPOSITION OF WORDS. 

1. LANGUAGE may be detined, the art of commaiiicai* 

ing thought, or the ideas of the mind, by certain arttculate 

0ounds, which are used as signs of those ideas. 

JUustration, Articulate soundii are those modulations of simpl* 
voice, or of sound emitted from the thorax, which are formed bv meabs 
of the mouth, and its several organs, the teeth, the tongue, the lipi^ 
and the paUte. 

2. The connection between words and ideas is arbitrary 

and conventional, owing to the agreement of men among 

themselves. 

lUus. Different nations have different languages, or a different set 
of articulate sounds, which they have chosen, or framed, for commu- 
nicating their ideas. 

3. When we consider written langucsge as a symbol of 
spoken, and spoken language as a representation of our 
iaeas, and observe, also, how little relation subsists betweea 
Utters and sounds y and again between saunds and ideas, we 
shall be satisfied that much artifice and singular efforts of 
ingenuity were at first employed in the construction of lan- 
guage, that it might accomplish the purposes of comrauniea* 
tion. 

3 
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CoroUary. As speech must have heen ahsolutely necessary previodf 
to the formation oif society, the language of the first men would be 
barely adequate to their present occasions ; but they would enlarge 
and improve it as their iiiture necessities required. 

4. The cries of passion, accompanied with such motions 
and gestures, as are further expressive of passion, are the 
Only signs which nature teaches all men, and which all un- 
derstand. (Art, 30. and 31.) 

Rlua. Cries indicative of fear, and geMures expressive of peril, would 
be used by him who sought to warn his neighbour of danger. 

Carol. Those exclamations, therefore, which have obtained the 
name of interjections, uttered in a strong and passionate manner, 
were, beyond doubt, in the rudest ages of the world, the first elements 
cr beginnings of speech. Names began to be assigned to objects, wheo 
more enlarged communications became necessary. 

5. The invention of words arose from the imitation, as 
nearly as it could be carried, of the nature or quality of the 
object which was named, by the sound of the name which 
the object or its quality received. 

lUus. As a painter, who w jiild represent grass, must employ a green 
colour ; so, in the beginning of spoken language, the man who gave a 
name to any thing harsh or boisterous, would employ a harsh or bois- 
, terous sound in the pronunciation of that name. He could not do other* 
wise, if he meant to excite in the hearer the idea of that thing which 
he sought to name. {See Art. 16, 11, and 18.) 

Corol. Xhe desire of men to paint, by speech, the objects which they 
named, in a manner more or less complete, according as the vocal 
organs had it in their power to effect this imitation, must have been 
the general motive which led raen to the assignation of one name to a 
particular object rather than another. {See the Illustrations to Art, 7.) 

6. Whatever objects w^re to be jiamed, in which sound, 
or noise, or motion, was concerned, the imitation by words 
was abundantly obvious. Nothing was more natural than, 
by the sound of the voice, to imitate the quality of the sound, 
or noise, or motion, which the external object made ; and to 
form its name accordingly. 

lllus. Thus, in all languages, we find words constructed upon this 
principle. A certain bird is called the cuckoo from the sound which it 
emits The analogy between the word and the thing signified is dis- 
/!Srnible, when one sort of wind is said tewhistltt and another to roar, 
when a serpent is said to hiss, a fiy to buzz, and falling timber to crash^ 
*— wbn a sti'eam is said tofloto, thunder to roar, and hail to rattle, 

7. This analogy becomes more obscure in the names of 
objects which address the sight only, where neither noise 
nor. motion is concerned ; and still more in the terms appro- 
priated to moral ideas ; but even here it is not altogether 
lost; and throughout the radical words of all languages, some 
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degree of correspondence may be traced with the object 
signified. 

Illus. 1. The terms significant of moral and intellectual ideas, are 
derived' from the names of sensible objects to which they are conceived 
to be analogous. 

2. The most distinguishing qualities of sensible objects, pertaining 
merely to sight, have, in a great variety of languages, certain radical 
sounds appropriated to the expression of those qu^ties. The organs 
of voice assume but an obscure resemblance to such external qualities 
as stabilitii and fluidity, holloumesa and smoothness^ gentleness and 
violence, yet are these words painted by the sound of certain letters or 
syllables, which have some relation to those different states of vbibl* 
objects. 

8. Words formed upon st^ usually denote firmness and strength, 
analogous to the Latin sto ; as, stand, stay, staff, stop, stout, steady, ^ 
stake, stamp, stallion, stately, &.c. 

4. Sir, in the beginning of words, intimate^ violent force and energy, 
analogous to the Greek couiwvui ; as, strive, strength, struggle, stfuU, 
stress, stretch, strike, stripe, &c. 

5. Thr, implies forcible motion ; as, throw, thrust, throb, through, 
threaten, thraldom, &c. 

6. JVr, denoted obliquity or distortion; as, wry, wrest,, wrestU, 
wreath, wring, wrong, wrangle, wrath, wrack, &c. 

7. Sw, indicates silent dotation, or lateral motion^ sjt, sway, swing, 
swerve, sweep, swim, &.C, ^ 

8. SI, implies a gentle fall, or less observable motion; as, slide, slip, 
tly, slit, slow, slack, sling, &c. 

9. iS^, intimates dissipation or expansion; as, spread, sprout,, sprin* 
kle, sjAit, spiU, spring, &c. 

10. Terminations in ash, indicate somethii^g acting nimbly and 
sharply ; as, crash, gash, rash, flash, huh, slash, &c. 

11. Ush, in the ending of words, implies something acting more ob* 
tnsely or dully; as, crash, brush, hush, gush, blush, &c.* 

Observation, These significant roo^^s. have been considered as a pe* , 
euUar beauty or exeellency of our native tongue, which, beyond all 
others, expresses the nature or qualities of the objects that it nameit 
by employing sounds sharper, softer, weaker, stronger, more obscure, 
or more striauJous, according as the idea requiifes which is to he sug- ' 
gestei. ] 

.8. The immense field of language, in every nation, », 
however, fiHed up by numerous fanciful and irregular 
methods of derivation and composition. 

Corol. Words, therefore, come to deviate widely from the primitive 
character of their roots, and frequently lose all analogy or resemblance 
hi sound to the thing signified. Taken generally, as we now employ 
them, words may be considered as symbols, not as imitations ; as orbv' 
Wary, or ineiituted^ not natural signs of ideas. 

t 

.• The President Doi Browes has very ably examined this tubjeet in bit work, eo» 
dtlad ** Traito de la Formatioo Heebaniqas dei Lanfooi." ' 
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CHAPTER II. 

OP THE RISE AND PROGRESS OF LANGUAGE IN THE MANNER 
OF UTTERING OR PRONOUNCING WORDS. 

9. A SECOND character of language, in its early state, 
is drawn from the manner in which mankind at first pro- 
Bounced or uttered words. 

Itlus, 1. Interjections oV passionate language being the first ele- 
ments of speech, (CoroL Art. 4.) men would labour to communicate 
their feelings to one another, by &ose expressive cries and gestures, 
which they were taught by nature. {ArU 4. llhu.) 

2. Language in its infancy, picturesque but barren, would be inter- 
mixed with many exclamations and earnest gestures. Its scanty vo- 
cabulary rendered these helps necessary for iexplaining the concept 
tions of uncultivated men. , 

8. Tones, rough and unmusical at first, and sienifieant gesticulations, 
would supply Uie temporary absence of the tew words which men 
knew; and by these supplemental methods they would endeavour to 
make intelligible to others what they themselves understood. {Art. 
46. Corn^) 

Corol» It may hence be assumed as a principle, that pronunciatioiK 
in &e earliest languages, though learnt from the uninterrupted use of 
guttural sounds, was accompanied with more gesticulations than are 
V0ed when men become refined by civilization, arts, and sciences. 

10. What had risen from necessity continued to be used 
for ornament, afler language became more extensive and 
eopious. Wherever there was much fire and vivacity in 
die genius of nations, the imagination was gratified with a 
great deal of action; and, as their ear acquired delicacy 
and sensibility, their language would graduidiy attain soft* 
jiess and melody of tones in conversation, or public dis» 
€0urse. 

nhu. Upon this principle men spoke by action. Jeremiah, in right 
of the people of Israel, breaks a plotter's vessel — throws a book iniD 
0ke Euphrates — ^puts on bonds and yokes, and carries out his house* 
bold stuff. The Indians of North America, also, declare their meanings 
and explain themselves by belts and strings of wampwray as much as 
by their discourse, with all its significant but flowery modes of expres* 
mm. {fOm. Art. 18.) 

11. Some nations have found it easier to express dififer* 
ent ideas, by varying the tone with which they pronounced 
the same word, than to ccmtrive words for all their ideas. 

JJIiis. Thus, the number of original words in the Chinese language 
If. not great, but, ia speech, the sound of each word is varied on no 
iswer than five di^rent tones. The same word may tiierefore signify 
Ave different things ; and be expressed by five different characters^ 
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Hence arises their unwieldy alphabet, or lexicon. Thit melody, or 
▼arying the sound of each word so o(\en, is a proof of nothing, however 
but of the fine ear of that people. (Coroi, Art, 18.) 

12. When the harsh and dissonant cries of speech hare 
become gradually polished; they pass into more smooth and 
harmonious sounds {Art. 10.); and hence is formed wha' 
grammarians call the prosody of a language. 

Obs. Without attending 4io thi^, we shall be at a loss to understand 
several parts of the Greek and Roman classics, which relate to public 
speaking, and the theatrical entertainments of the ancients. (Jllu9» 
JlrL 13.) 

13. When the Greek and Roman languages became flow- 
ing and harmonious, the pronunciation of both became melo- 
dious in a very high degree. It does not, however, appear 
that t^e languages of any cultivated nations have ever been 
regulated by any musical principles. As the copiousness 
and accuracy of speech keep pace with civilization and im- 
provement, its melody corresponds to the refinement of the 
public ear. (llhts. Art, 11.) 

Illus. 1. The declamation of the Greek and Roman orators, and the 
pronunciation of their actors upon the stage, were not indeed subjected 
to a geometrical scale of proportion, as the notes of music are ; but the 
melody of their p3riods wds artfully regulated by the superior refine- 
ment of their ear. 

2. The sounds of speech and music are regulated by difierent scales, 
both in point of length aad elevation. In point of length, the sounds 
of speech are only two, the one double the other ; for all words con- 
sist of syllables either long or short, and the long syllable is invariably 
double the length of the short one. The sounds of music being meas- 
ared by a geometrical scale of proportion, may be extended as far as 
the composer pleases. In respect of elevation and depression the 
sounds of speech are subject to no rule : their distances are neither 
equal nor great. The speaker may divide them according to his incli'» 
nation, and the utmost compass of oi*dinary speech seldom extends be- 
yond the distance of a few notes in music. It is not so with the tones 
of music : their distances ar<S all determined by rule, and the elevations 
and depressions,, though sometimes very considerable, are adjiisted with 
the greatest nicety of geometrical science. 

3. Aristotle considers the music of tragedy as one Qf its chief and 
essential parts ; but he does not assuredly mean that the Greeks spoko 
in recitative, or that part of the word, or part of the sentence, was ut- 
tered in the ordinary tones of conversation, while the remaining part 
was pronounced in tones of music. The whole of an oration, or tragedy, 
might be accompanied with musical instruments ; but the languj^ of 
passion is inconsLstent with recitative. The tones of music are not the 
umguage of passion, and the language of nature is ths^ianie in ail a|^ 
and countries. {Art. 10. Ulus. and also Art, 11.) 

4. Dionysius of Halicarnassus, in his book on composition, that 
treats professedly on the melody of language, Js at great pains to illus- 
tnte his sentiments from the compositions of Demostnenes,. and to poini 
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out how artfully that great orator had consolted the melody of his pen* 
odfl, by inserting in his cadences many dactyles^ spondees, iambics* 
and other agreeable metrical feet The introduction of these feet he 
calls — " writing rhythmical/* or " melodious prose." 

5. It is plain also from the oratory of Cicero, that the Romans ^d not 
speak in tones of music, or recitative. He informs us that nwnenu or 
rhythm was not employed except in the most splendid parts of an ora- 
tion; and that it ought not to be long continued, lest the artifice of 
the orator should be detected, and his aim to impress his hearers 
defeated. ^^ 

6. Diony«i^, however, proceeds further than Cicero, and contrasts 
fhe harmonious examples extracted from Demosthenes, with specimens 
adduced from the writings of Polybius, " the harshness of whose pe- 
riods," he asserts, " is owing to the neglect of rhythm.** 

Corot. 1. Therefore, the melody of a language is a proof of nothing 
but of the fine ear of the people who use it, {JUtut. Art, 11.) ; other 
evidence i^ !:ecessary to shew that it was spoken in what the Italians 
call rent<vd\ 

2. Thj ^r,9nog, then, of the Greeks, and the numerus of the Romans, 
expressed nothing that is now either unintelligible or unknown, and 
afiord no evidence that the ancients either spoke commonly in recita- 
tive, or intermixed notes of music with the tones of speech. 

3. And, hence, the modern languages of Europe, abounding with long 
and short syllables, are susceptible of rhythm^ as well as the Greek 
and Latin ; and assemblages of tliese long and short syllables, in what 
the ancients called feet, are not contined to the poetry of our native 
Isles, but are actually introduced by our best prose writers. Yet no 
one expects to hear the plays of Shakspeare sung, and we did not heat 
I^tt and Sheridan speak in recitative. ' 

14. Strong tones, and animated gestures, go always to- 
gether ,• hence, action is treated by all the ancient critics, as 
the chief quality in every public speaker. 

lllus, 1. We learn from Cicero, that it was a contest between him 
and Roscius, whether he could express a sentiment in a greater variety 
of phrases, or Roscius in a greater variety of intelligible and significant 
gestures. 

2. When gesture came to engross the Roman stage wholly, the h- 
Torite entertainment of the public was pantomime, which was carried 
en, as it still is, entirely by mute gesticulation. Under the reigns of 
Augustus and Tiberius, the people were moved and wept at it, as much 
as at tragedies. 

Corol. All speculations concerning the fixing of a living language 
are, therefore, vain and nugatory, and when the good taste of a nation 
has prevailed universally, writers }f esttlUshed reputation become its 
AQtlioriUes. 
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CHAPTER III. 

OF THE PROGRESS OF LANGUAGE. IN THE STYLE AND CHAR- 
ACTER OF SPEECH. 

15. FROM what has been said in the preceding chapterp) 
it appears that men at first uttered their words, and main- 
tained conversation, in a strong and impressive manner, eo 
forcing their imperfectly conceived ideas by cries and ges- 
tures ; and there is abundant evidence to shew that the lan- 
guage which th-^" "^.d was little else than a torrent of fig- 
ures and metaphors, not correct indeed, but forcible and 
picturesque. {Art, J9. lilus.) 

Carol. Figures of speech are, therefore, not the iDv^ntion of oratort 
and rhetoriciand, but the language of mankind, when they had hardlj 
any words for expressing their meaning. j) 

16. The want of a distinct name for every individual ob- 
ject, obliged the first speakers to use one name for many 
objects. {Art 5. Illus. and CoroL) 

Corol, They would, thence, express themselves by comparisont, 
metaphors, allusions, and all those substituted forms of speech, which 
render language figurative and picturesque. 

17. As the names with which they were most conversant, 

were those of the sensible, material objects around them, 

names would be given to those objects long before words 

were invented for signifying the dispositions of the mind, or 

any sort of moral or intellectual ideas. {Art. 48.) 

Corot. Hence, the early language of man being entirely made up (tf 
words descriptive of sensible objects, it became, of necessity, extreme- 
ly metaphorical. Every desire or passion, every act«r feeling of mind, 
to which no precise expression had been appropriated, would be paint- 
ed by allusion to those sensible objects which had most relation to* it, 
and which, in some manner, could render it visible toothers. {Art. 10.) 

18. In the infancy of society, men ate much under the 

dominion of imagination and passion ; and these are the par 

rents of a figuratiye style, of exaggeration and hyperbole. 

(Art, 19. lllus. 1. and 3.) 

lllus. In this period of society, men live S9attered and dispersed. 
They are unacquainted with the course pf things ; they are daily meet- 
ing with new and strange objects. Fear and surprise, wonder and 
astonishment, are their most frequent passions. Their language par- 
takes of this character of their agitated and expanding minds. They 
will be prone to exaggeration and hyperbole. Where all is marvellous, 
the imagination will not ih the luxuriance of an unbounded picturesque. 
(Jirt, 10. nim,) 
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CoroL Wherever strong exclamations, tones and gestures, enter 
much into conversation, the imagination is dways more exercised ; % 
greater effort of fancy and passion is excited. Consequently, the fan* 
cy, kept awake, and rendered more sprightly by this mode €>f utterance, 

Serates upon style, and enlivens it with the strongest colours, and 
e 'most vehement expressions of untamed passion. (Art. 15. Carol,) 

19. Undoubted facts confirm these reasonings. The 

style of all the earliest languages, among nations who are 

in the first and rude periods of society, i& found, without 

exception, to be full of figures, and to be hyperbolical and 

picturesque in a high degree. {Art, 5. and 10.) 

IUhs. 1. The American Indian languages are known to be figura- 
tive to excess. The Iroquois and Illinois carry on their treaties and 
public transactions with bolder metaphors, and greater pomp of style, 
than we use in our poetical productions.* 

2. In the Old Testament ,-^the best specimen of oriental style, — 
constant allusions to sensible objects characterize the language of the 
▼arious writers. Thus, guilt is a spotted garment ; iniquity is the tfea^ 
9Ure8 of darkness ; a sinful life i.^ a crooked path ; misery drinks the cup 
itf astonishment ; vain pursuits Are .seen feeding on ashes ; innocence 
Is known by its white ro'bes ; wisdom is a lighted candle; and royal 
dignity is purple and a crown. 

3. In the poems of Ossian, too, figures of speech abound ; pictur- 
esque descriptions are as the "sons of song," for number ; or as the 
heroes' "breasts of steel,*' for strength of expression; or as the 
•* meteors of death," for the illusions they create in a reader's mind* 
and all the violent expressions of passion, uttered about " the white- 
bosomed love of Cormac;" or about Fingal "of the n' Je deeds:" 
him who " flew like lightning over the heath ;" or * '^l'" ^ly moved as 
a cloud of thunder, when the sultry plain of summer is silent," whose 
•* sword is before him terrible as the sti eamina; meteor of night"— 
confirm ilie position, that this sort of style is comaion to all nations in 
certain periods of society and language. A narration is condensed 
into a few striking circumstances, which rouse and alarm: the ac- 
count of a battle is as rapid as the wounds of a warrior, and the 
deaths he indicts ! 

•20. Magnanimity and delicacy characterize strongly the 
poetry of rude nations, who, in the use of metaphors and 
similes, make little or no allusion to the productions of the 
arts. (Art. 2^. Elus.) 

JUus. Magnanimity and delicacy are nearly, if not necessarily, con* 
nected with all the strong and viblent emotions of the rnind ; and these 
are the natural produce of an early, if not of a savage state of society. 
Strong emotions constitute the chief ingredient in magnanimity ; and 
ft requires only one addition to give them the polish Of delicacy. 

Corol. It is not improbable, that particular circumstances mar 

prompt the latter sentiment, long before the introduction either oi 

\ pldlosophy or of the arts. Those who are acquainted with humaa 

oature, and the analogy which subsists among its feelings, will there- 

».- 1 m 

• 8m Cadwallader Coidmi*! <* History of the Fiw radian NaUooi.** 
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fm allow the uncommon magnanimity and deUeaey of Oirian, '* Ung 
of aongs," to be no strwg ejections against tiie antiquity of hia pn^ 
ductions. 

21. From what has been said, it plainly appears that the 

style of all languages must have been originally poetical , 

strongly tinctured with that enthusiasm, that descriptive 

metaphorical expression, and that magnanimity and delicar 

cy, which distinguish poetry. {Art. 30. lllus,) 

Ohs. But these points will be further discussed when we come to 
tieat " of the nature aoid origin of poetry." 

22. As language, in it» progress, began to grow more co- 
pious, it gradually lost that figurative style, which was iti 
early character. (Art, 31. a$id 32.) 

iZfut. Proper and £unifiar names for every object, both sensible 
nd moral, pushod out of discourse the use of circumlocutions. Stylo 
became more precise, and, of course, more simple, in proportion as 
eoeiety advanced in civilization, and reason subdued the imaginatkn 
of mankind. The exercise of the understanding now rarely pennit* 
ted that of the fancy ; and frequent and eztenaive intercourse among 
mankind obliged them to signify their meaning to each other by clear* 
iiess of style. In place of poets, philosophers became the instructors 
of men : and in fbeir reasonings on all different subjocls, introduced 
that plainer and simpler style of composition, which, at this day, we 
call Pro%t, 



CHAP IV. 
orniB ntOGREss of ulhouaob, as rbspsctb ths orimui 

AND ABRANGBMENT OF WORDS IN 8BNTBNCE8, 

23. THE imaginatioa and the. understanding are the 
powers 'of the mind which chiefly influence the arrange- 
ment of words in sentences. The grammatical order is 
dictated by the understanding; the inverted order results 
from the prevalence of the imagination. (8u the theory of 
Arrangement, Art. 24.) 

lUus. 1. Tn the grammatical order of words, it is required that the 
agent or nominative shall first make its appearance ; the agent is fol- 
lowed by the action or' the verb; and the verb is succeeded by the 
•abject or accusative, termed, in £n^dish Gramman, the ol^ectivo 
case, on which the action is exerted. In this logical order,, an Eng* 
liflh writer, paying a compliment to a great man, would say : " It k 
fanpossible for me to pass over in silence such remarkable mildness* 
Mich singular and unheard of clemency, and sueh unusual modoratian* 
«n the exercise of supreme power." Here we have first presented to 
us the person who speaks, " It is impossible fiw me/' next, what thai 
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{terson is to do, " impossible for him to pass over in silenee ,*** and« 
astly, the object which moves him to do 89$ the mildnessy elemency^ 
and moderation of a man in the exercise of supreme power," 

2. The inverted order ia prompted by the imaginatiou, a keen and 
sprightly faculty, which attaches itself strongly to its objects, and to 
tliose the most that ajffect it most forcibly. A sentence constructed 
according, to this faculty, presents th^ subject or accusative first, the 
agent or recipient next, and the action or verb last. The order of 
/ the Latin language i^ratifies the rapidity of the imagination ; and ac- 
^ cordingly, Cicero, from whom we have translated the words in the 
"former illustration, follows the natural order : "Tantam mansuetu- 
. dinem, tam inusitatem inaudkamque clementiam, tantumque in sum- 
ma potestate rerum omnium modum, Tacitus nuUo modo prsteriro 
possum."*^ The object, that which was the exciting idea in the speakr 
er's mind, is placed first, and the sentence concludes with the speak- 
, er and his action. 

8. The other parts of speech, consisting of adjectives, adverbs, 
conjunctions, and prepositions, are, in both these modes of arrann- 
ment, intermixed with these capital parts, and are associated wtth 
them respectively, according as they are necessary to restrict or ex- 
plain them. 

^ 24. From these illustrations, the following simple and 
natur^ theory results, relative to the arrangement of words 
in sentences, unless their order be disturbed by considera- 
tions respecting melody and cadence, of which we shall 
hereafler take notice ; — that in all periods of society, and in 

- all countries in which men are guided mere by the influ- 
ence of imagination, than by the cool dictates of reason, 
language adopts an inverted order or arrangement ; but that 
inversion is diminished in proportion as imagination sul> 

: tides, and reason gains the ascendant ; and that among pe<> 
pie addicted ta research and philosophical investigation, it in 
; a great measure disappears. {Art, 30. lUus,) 

Ohs: We have seen that the arrangement in a Latin sentence is the 
more animated ; the English construction is more clear and distinct 
The Romans generally arranged their w<mls according to the order 
in which the* ideas rose in the imagination ; we marshu them accor- 
ding to the order in which the understanding directs those ideas to bo 
exhibited, in succession, to the view of another. 

Corol. Our arrangement, therefore, appears to be the oonsequentsa 
of greater refinement in the art of speech ; as far as clearness in com- 
munication is understood, to be the end of speech. 

25. In the early periods of society, and eren in the early 
part of life, we observe the mind disposed to inversion ; b^ 
cause in these times the imagination is more vivid and ac- 
tive, and the powers of reason are more languid and inefr 
fectual. (^r^. 30.) 

* Onrt. pro BlMtalL 
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, JUtu» If a peraon of a wann imagioatioii, a savage 4>r a chfld, be- 
beld an object, suppose any kind of fruit, as an acorn, wbich he waa 
anxious to postfess, and to obtain it, he were to express himself in the 
order prompted by the immediate feelings of his mind ; the first thins 
that would excite his attention, and which, consequently, he would 
first name, is the acorn ; himself, who was to enjoy the fruit, would 
next engage his attention ; and the action — ^that which was to gratify 
bis wisli^^ — would finally attract his consideration. His arrangement 
would therefore be that, which, in similar cases, is authorized by the 
sprightly languages of Greece and Rome, " fiuiavov fiai io^,** ** Glan- 
dem nuhi praebe ;" not that wbich the <more phlegmatic and phil<^ 
sophical tongues of modern Europe. would require, and which the 
strict ' grammatical order of our own language demands — *i Give me 
the acorn ;" or " Give the acorn to me." 

26. Though the vivacity of the genius of the Greeks and 
Romans, might incline them to prefer the poetical and in- 
verted arrangement of their v^^ords, they owed to the struc- 
ture of their languages, the possibility of indulging this di»- 
position. 

Illus. The numerous inflections of their declinable parts of speech ; 
the correspondence, for example, between the verb and its nominative, 
so obviously pointed out by the terminations of the former, as to su- 
persede, in most cases, the necessity, and even the propriety, of using 
the latter ; the palpable relation between the adjective and the suIh 
stantive, indicated by the invariable agreement of the former with 
the latter, in gender, number, and case ; the various cases of their 
substantives, which, on many occasions, supplied the place of prepo- 
sitions ; — all contributed to leave the Greeks and Romans at liberty 
to gratify their feelings, or to consult the melody of their periods, by 
the arrangement of their words in sentences, without incurring thi, 
risk of diminisbiiig the perspicuity of their compositions. 

2Y. The inflections of the modern languages are few, and 
preclude the arrangement ^^^hich the tongues of antiquity 
found so much to the gratification of the imagination and of 
the ear. And hence the first rule of good writing or speak- 
ing is, to preserve perspicuity, which on no account can bt 
sacrificed to any secondary consideration. 

Obs. This indispensable law demands, that the arrangement of 
modisTn languages,^ should proceed nearly in the grammatical order ; 
because juxta-position is almost the only means by which they can 
Intimate the mutual relation of the several words in a sentence to one 
another. 

28. All the cultivated modern languages, — the French, 
the Italian, the Spanish, the German, and the English, — are 
extremely circumscribed in point of inflection ; but the 
English more than any of the rest. There is not, perhaps, 
to be found in any age, a polished language of greater 6in>- 
plicity, the Hebrew itself not excepted. 
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Situ. We have no penden but those of nat(ire» the iDale and thtt 
female ; our substantives have no ii(or» cases than two ; and onty a 
few of our pronouns have three; our aJjectives have neither gender, 
nor number, nor case ; and ail the inflecUohs of our verbs, do not per* 
haps exceed half a dozen. 

Obs. In point of precision and accyrftcy, our own language, in tlia 
hands of a writer of genius, appears to be superior to the Latin, and 
equal to the Greek. The great end of language is to communicate 
thought with ease and expedition, for the improvement and happineaa 
of human life ; and, considering the importance of this communica- 
tion, the language which is least liable to equivocation, is a most val- 
uable acquisition. For the purposes of business, and the researches 
of philosophy, our own language merits every praise ; and though in- 
ferior to the languages of Greece and Rome, in works addressed to the 
Imagination and the heart, it yields to neither of them, nor to any 
modern language, in its qualifications to do justice to the most sub* 
Ume conceptions on the^ capital Subjects of genius. 

29. The prevalence of imagination and passion in tho 
early stages of society, accounts also, satisfactorily, for the 
poetical inversions of style, which are found in these peri- 
ods, and, of course, for the priority of poetry to prose con^ 
positions. {Art 21. ^ and 22.) 

JIlus. The attachment of love, gratitude to a deliverer, or to the 
gods, with whom the creed of infant society replenished the skies, ad- 
miration of the works of nature, in the splendour of summer, or the 
grandeur of winter, in the beauties of spring, or the abundance of au- 
tumn, would early prompt the sentiments and language of poetry. 
The invention of versification would quickly follow the possession of 
poetical ideas ; and its apparent ingenuity would contribute to its 
recommendation. Though it is a more artificial mdde of expression 
than prose, yet it is not to be doubted that it was first introduced ; and 
the history of Homer's compositions,' or the Poems of Ossian, induce a 
belief, that it preceded even writing. Ldrt. 23. JUim. 1. and 3. aUo 
Art. 33.) 

30. Though poetry is the more artificial mode of compo- 
sition, it is not perhaps the more difficult. Composition in 
prose could not be weU executed, till writing was invent- 
ed ; and writing is a modem invention, in comparison of 
speaking. The appearance of good prose, is therefore po»> 
terior to that of good poetry ; and excellence in the former, 
is among the latest attainments of polished nations. Good 
poetry is perfectly consistent with no high degree of pre- 
cision of thought, or accuracy of expression. {Art, 20. Cor,) 

Illus. The period most favourable for poetical exertions, is situated 
between the decline of the general influence of the powers of imagina- 
tion on society, and the general cultivation of the faculty of reason, bv 
fcience and philosophy ; it is then that the poet has Hie best chuijce nf 
possessing the greatest compound quality of the powers of lM.ttg4ii»> 
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f^ and judgment he c«n ever attain* Such, It seeoiB, werer the pe- 
riods which produced Homer, Virgil, and Milton. {Art, 22. iiBta!) 

CONCLUSION. 

31. From what has been said in the preceding chapters, 
a foundation has been laid for many observations, both cu- 
rious and useful. It appears, that language was, at' first, 
barren' in words-, but descriptive by the sound of those 
words ; and expressive in the manner of uttering them, by 
the aid of significant tones and gestures. Style was figu- 
rative and poetical ; arrangement was fanciful and lively^ 
In all the successive changes which language has under- 
gone, as the world advanced, the undef standing has gained 
ground on the fancy and imagination. The progress of 
language in this respect, resembles the progress of age in 
man. The imagination is most vigorous and predominant 
in youth ; with advancing years, the imagination cools, and 
the understanding ripens. 

. 32. Thus language, proceeding from sterility to copious- 
ness, hath, at the same time, proceeded from vivacity iowh 
curacy ; from the fire of poetical enthusiasm to the cool- 
ness of philosophical precision. Those characters of early 
language, descriptive sound, vehement tones and gestures, 
figurative style, and inverted arrangement, all hang togeth- 
er,, have a mutual relation on each other, and have all 
gradually given place to arbitrary sounds, calm pronuncia- 
tion, simple style, plain arrangement. Language is be- 
come, in modern times, more correct indeed, and accurate ; 
but less striking and animated : in its. ancient state, ^nore 
favourable to poetry and oratory; in its present, mors 
adapted to reason and philosophy. 



CHAPTER V. 

OF THE ORIGIN AND PROGRESS OP WRITING, 

33. NEXT to speech, writing is, beyond doubt^ the 
most useful art which men possess. It is plainly an im- 
provement upon spoken language, and tlierefore must have 
been posterior to it in order of time. 

JUus. At first, men thought of nothing moi^e i^an communicating 
their thoughts to one another, when present, by neans of words, or 
flounds, which they uttered. Afterwards, they devL^ed, by means of 

4 
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marks or characters, presented to the eye, and which we can writing, 
this further method, when absent, of mutual communication one wiSk 
another. 

34. Written characters are of two lorts : they are either 
signs for things, or signs for words. The pictures, hiero- 
glyphics, and symbols, employed by the ancient nations, are 
signs of things, and belong to the former class ; the alpha- 
betical characters, now employed by all Europeans, are 
Bignsfor words, and belong to the latter class. 

nius. Pictures werei undoubtedly, the first essay toward writing. 
Imitation is natural to man ; children copy or trace the likeness of 
sensible objects, before they can signify the names of those objects 
by written characters. The savage, to intimate that his father had 
ranquished an ^nemy, would draw the figure of one man stretched 
upon the earth, and of another standing over him with a deadly weap- 
on in his hand. When the Mexicans sent intelligence to Montezuma» 
their prince, of the arrival of the Spaniards in the bay of Campeachy, 
they scratched pictures of the men, horses, and artillery, that they 
had seen, and conveyed these to their monarch. The chieftain un- 
derstood them, and immediately despatched an embassy to meet the 
Spanish commander. 

Obs. Historical pictures are, however, but extremely imperfect 
records of important transactions. . They do, indeed, delineate exter- 
nal events ; but they cannot transmit their memory through a long 
succession of ages ; and they fall entirely to exhibit such qualities as 
are most visible to the eye, or to convey, by description, any idea of 
the dispositions or words of men. 

35. This rude attempt towards writing,*was, in process 
of time, improved by the invention of what are called Ate- 
roglypMcal charcicters. These may be considered as the 
second stage in the art of writing, ad they represented in- 
tellectual conceptions, or those not suggested by any exter- 
nal or visible objects. The ansdogy or resemblance which 
such symbols were supposed to bear to the objects, was 
conventional, but liable to forced and ambiguous allusions. 

Hilts. Thus an eye was the hieroglypbical symbol of knowledge; a 
circle, of eternity, which has neither beginning nor end ; ingratitttde 
was denominated by a viper; imprudence, by a fly ; wisdom, by an 
ant; victory, by 9l hawk; tLdutifulchild,bytL stork; and a wretch — a 
nutn universally shunned — by an eel, which is not to be found in com- 
pany with other fishes. 

Corol, But these properties of objects were merely imaginary ; and 
the conjunction, or compounding of the characters, rendered them 
obscure, and expressed indistinctly the connexions and relations of 
the objects, which they represented. Hence this species of writing 
could be no other than enigmatical, and confused-in the highest de- 
gree ; and must have been a very imperfect vehicle of knowledge of 
any kind. 

Obs. There is no reason, however, to suppose that the priests of 
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Eleypt, among whom hieroglypfaical chancten were firat finind» and 
w%o were also the instructon of their countrymen, introduced and 
employed them for the purpose of concealing their knowledge from 
iht vulgar. The latter are little trouhiesome ahout the acquisition of 
useful knowledge in any state of society ; and the former were too 
enlightened not to know, that one of the principal pleasures ai^l hon- 
ors attending die possession of knowledge, is to instruct others. 

36. As writing advanced, from pictures of visible objects 
to hieroglypMcs, or symbols of things invisibUe ; from these 
latter it advanced, among some nations, to simph arhitrcary 
marks, which stood for objects, but without any resemblance 
or analogy to the objects signified. 

Rhu, 1. Of this nature was the method of writing practised amonc 
the Peruvians. They made use of sumU mortis of different eohri ; and 
upon these, by means a[ knots of various sizes, and differently ranged, 
they contrived signs for giving information, and communicating iSeir 
thoughts to one anotiier; but this invention afforded less security 
against frequeot and gross mistakes thsoi the hieroglyphic archetypes 
oi abstract ideas. (Corol ArU 36.) 

2. The use of hieroglyphical characters still exists in China, where 
they have been brought to greater perfection than in any other quar- 
ter of the globe. But every idea Is expressed by a separate character. 
The characters, it is said, amount to upwards of 70,000. An acquaint* 
ance with the means of communicating knowledge, is, therefore, the 
business of a whole life, and must greatly retara the progress of all 
science. In i^ort, science in China is always in a state of infancy. 

8. Our arithmetical figures, which we have derived from the Ara- 
bians, are significant marks, precisely of the same nature with the 
Chinese characteift. They have no dependence on words ; but each 
figure denotes an object; denotes the number for which it stands. 
{Situ, 5.) 

4. The Japanese, the Tonquinese, and the Coraeans, speak diflerent 
languages from one another, and from the inhabitants of China, but 
use, with these last people, tiie same written characters ; a proof ttiat 
the Chinese charmcters are like hieroglyphics, independent of lan- 
guage. 

5. In like maimer the Italians, French, Spaniards^ and English, 
speak different languages, but the Arabic characters 1, 2, 8, 4, kjc 
are, on bein^ presented to the eye, equally understood by those four 
nations, as signs of things, not of words. Thus, 4 may be four ships^ 
lour men, four trees, four years ; in short,ybtir things. {lUus, 8.) 

37. A combination of sounds forms, in rarioas ways, alt 
the variety of words in spoken language. These sounds 
are few, and are continually recurring for repetition in dis- 
course. They would lead to the invention of an alphabet 
of syllables. A sign, or mark, for each of these syllables 
would form an alphabet of letters. The number of these 
marks, or characters, would be equal to the number of sounds 
or syllables. These sounds reduced to their simple ele- 
nents of a few Towels and consonants^ indicated by a par- 
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ticular sign to each, would form what we now call letters 
Some happy genius taught men how, by the combinations 
of these letters, to put in writing di the different words, or 
associations of sound, which were employed in speech. 

05«. Such seem to have been the introductory steps to the art of ^ 
writing ; but the darkness of remote antiquity has concealed the great 
inventor's name of this sublime and refined discovery, and deprived 
him of those honors which, were it icnown, would still be paid to hig 
memory, by all the lovers of knowledge and learning. 

38. The tiniversal tradition among the ancients is, that 
letters were first imported into Greece by Cadmus, the Phoe* 
nician, at least 3000 years ago ; and from Greece dispersed 
over the western part of the world. The alphabet of Cad- 
mus consisted only of sixteen letters, but it comprehended 
all the original sounds, which are said to be only thirteen. 
The remaining letters were afterwards added, according as 
signs for proper sounds were said to be wanting. 

lUua, The Roman alphabet, which obtains with us, and with most 
of the European nations, is, with a few variations, evidently formed 
on that of the Greeks. And all learned men observe, that the Greek 
ciiaracters especially, according to the manner in which they are 
formed in the oldest inscriptions, have a remarkable conformity to 
the Hebrew or Samaritan characters, which, it is agreed, are the same, 
with the Phoenician or Alphabet of Cadmus. 

89. The most ancient method of writing seems ta have 
been in lines running from right to lefl. This method is 
still retained in the Hebrew language. 

0&9. The Greeks improved upon this method; and wrote in lines 
alternately from the right to the left, which was called Boustrophedon; 
er writing alter the manner in which oxen plough the ground. About 
^e time of Solon, the Athenian legislator, the custom is sftid to hay« 
been introduced, and which still prevails, of writing in lines from left 
to right 

40. The writing of antiquity was a species of engraving. 
Pillars^ and tables of stohe, were first employed for this 
purpose, and afterwards, plates of the softer metals, such as 
lead ; or tables of wax, and skins of parchment. A polish- 
ed point of iron called a stilus was used to scratch letters 
on the wax ; but the writing on parchment was performiecl 
with pen and ink. {Art. 41. llhs. 1. and 2.) 

Cbs. 1. On the parchment were written books' and reoords, and 
•very kind of composition which its author wished to preserve ; on 
the tablets of wax temporary matters of business, and epistles that 
were not designed for the inspection of a third person's eyes. The 
wiling OB parchment iras die most expensive, but the nicBt perm** 
neat; that on wax, the cheapest and readiest, bat tli« least durablAi 
(laus. I. ,art. 41.) 
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"2. Our present method of writing on paper, » an invention of no 
higher antiquity than the 14th century : and the invention of printing ^ 
was reserved for an obseure monk in the beginning of the 15tn. This 
inventor might probably receive a hint toward this invention,- fromthb. 
Boman practice of carving letters on boards of wood, and of employ* 
ing them to abridge the trouble of writing, by stamping names ani* 
inscriptions on parchment and wax. 



CHAPTER VI. 

A COMPARISON 
I 

OF SPOKEN VriTH WRITTEN LANGUAGE ; OR 

Of Words uttered in our Hearings with Words representea 

to the Eye, 

41. THE advantages of writing above speech are, that 

writing is both a more extensive and a more permanent 

method of communicating our thoughts to mankind. 

nivLS. 1. More extensive y as it is not confined within the narrow cir- 
cle of those who hear our words ; but, by means of written characters, 
we can send our thoughts abroad, and propagate them through the 
world ; we can thus lift our voice, so as to speak to those to whom, 
in our own country, we may not have access, and to men of the most 
distant regions of the earth. (Ohs. 1. Art. 40.) 

2. More permanent also, as it prolongs the voice to the most distant 
ages ; and gives us the means of recording our sentiments to futurity, 
and of perpetuating the instructive memory of past transactions. 
{Obs. 2.w«rf. 40.) 

3. It likewise aifi>rds this advantage to such as read, above such as 
hear, that ha vine the written characters before their eyes, they can 
arrest the sense of the writer ; they can pause and resolve, and com- 
pare at their leisure, one passage with another ; whereas the voice is 
fugitive in passing; you must catch the words the moment tiiey are 
uttered^ or you lose them fdr ever. 

42. But although these be so great advantages of writ- 
ten language, that speech, without writing, would have 
been very inadequate for the instruction of mankind ; yet 
we must not forget to observe, that spoken language has a 
great superiority over written language, in point &f energy 
and force. 

lUus, 1. The voice of the living speaker makes an impression on the 
mind, much stronger than can be made by the perusal of any writing. 

2. The tones oithe voice, the looks and gestures, which accompany 
discourse, and which no writing can convey, render speech, when it is 
Ingeniously managed, infinitely more clear and more expressive than 

4» 
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^Jie most accurate writiii^. For tones $ looki, and gestures, are natu- 
ral Interpreters of the mind. They remove ambiguities—- they enforce 
expressions — ^they operate on us by means of sympathy. 

3. And sympathy is one of the most powertul instruments of per- 
suasion. Our sympathy is always awaiken^d more by hearing the 
speaker, than by reading his works in our closet. 

Corol. Hence, though writing may answer the purposes of mere in- 
struction, as the symbdical language of algebra does the mathemat- 
ical science — all the great and high efibrts of eloquence must be made 
by means of spoken, not of Written, language : — and thus have we 
traced from their ori^n, through different stages of improvement, 
language and style as ue foundation of eloquence. 



BOOK II. 

OP THE STRUCTURE OF LANGUAGE ; OR THE 
PRINCIPLES OF GENERAL GRAMMAR. 



CHAPTER L 

OF THE SEVERAL PARTS OF WHICH SPEECH OR LANGUAGE 18 

COMPOSED. 

43. THE structure of language is extremely artificial; 
and there are few sciences in which a deeper, or more re- 
fined logic is employed, than in grammar. 

Obs. Without discussing the Qiceties of language in the several parts 
of speech of which it is composed, we shall now take a popular, but 
philosophical view of the chief principles, and component parts of 
speech, as far as they are necessary to illustrate general grammar, and 
to ascertain the maxims of correct taste and elegant composition. 

44. The essentia} parts of speech are the same in all lan- 
guages. There must ever be some words which denote the 
names of objects, or mark the subject of discourse ; other 
words which denote the qualities of those objects, and ex- 
press what we affirm concerning them; and other words, 
which point out their connexions and relations. 

CoroL The most simple and comprehensive division of the parts of 
speech, is, therefore, into substantives, attributes^ and connectives. 

45. The common division, or arrangement of all the words 
of our own language, comprises the 



ARTICLE, 

NOUN, 

PRONOUN, 



PREPOSITION, 

INTERJECTION, 

CONJUNCTION. 



VERB, 

PARTICIPLE, 

APVERB, 

Obs,- 3ut the following paragraph will instruct us to direct our at'' 
tention chiefly to the noun and the verh, as a few observations will 
illustrate those other parts of speech, to which our ears have been fa* 
millarized. 

46. Eyery thing about which our minds can be employed 
in thinking, every thing which can be the subject of our 
knowledge, must relate to substances that exist, either in 
reality, or in the imagination ; or to actions, operaHons, and 
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energtei, which these substances produce on themselves, or 
on one another. 

Carol. Language communicates knowledge ; its divisions of words, 
therefore, correspond with the divisions of our knowledge ; its chief 
business is consequently reduced to two heads : — 

Jiirst, to exhibit names for all the substances with which we are ac- 
quainted, that we may be able to distinguish and recognise them, 
when they are mentioned by ourselves, or others ; and. 

Secondly, to denote the actions, operations, and energies, which these 
substances generate upon themselves, or on one another. 

47. Names are expressed by what grammarians call 
Nouns ; operations are denoted by what they call Verbs ; 
the other parts of speech explain, modify, extend, restrict, 
connect, or disjoin, the noun and the verb. 

Corol, The two former are, therefore, the essential ingredients, or 
the columns of language ; the latter are only occasional ingredients, 
or appendages of these pillars of the fabric. {Art. 44.) 

48. The first process in the communication of knowledge 
is to contrive names for all the substances about which our 
knowledge is conversant, and by common consent to im- 
pose the same names on the same substances. {Art. 17. 
and 18.) 

Illus. As substantives are the ground work of all language, a lan- 
guage is perfect in respect to them, when a name has been given to 
every material or immaterial substance about which the people who 
use the language have occasion to speak or write. As their knowl- 
edge enlarges, as they obtain more ideas of substances than they have 
names to express, new names will be imposed on these new substan- 
ces, which will consequently throw into their vocabulary as many new 
substantives, as may render their language adequate to the purposes 
of ready communication. 

Corol. Hence, if every substance in nature required a particular 
name to distinguish it from all other substances; every mineral, plant, 
animal, and every part of every animal, should obtain a distinct name, 
which would increase the substantives of a language beyond all com- 
putation. But nature has reduced her productions into classes : the 
individuals of every class resemble one another in many particulars ; 
and therefore it is that language hath not assigned a name to every 
substance. Even her different classes are formed with some common 
properties ; and thus, in some particulars, the different classes resem- 
ble one another. Thus the generic word plant expresses the com- 
mon qualities of all vegetables ; animal, thie common qualities of all 
living creatures* 

49. These genera are divided into what we term spe^ 
cies, and these species are again divided into inferior ^e- 
cieSf or become genera to other species. 

Ulus, Thus the word plant is a general term, which indicates trees, 
fbmbs, grasses, and aU vegetables which snring from a root, and bear 
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branches and leaves. And under the comprehensive term animnl, wa 
range men, horses, li6ns, sheep, and, in short, all living creatures. 
But trees are again divided into oaks, pines, palms ; and men into 
white, Mack, tawny, &c. 

50. This arrangement abridges the number of nouns, and 
gives names only to classes of substances, compelling one 
name to point out a whole class, 

Ulus. Thus tr^e expresses a whole genus of plants ; each of the 
words oaki pine, palm^ denotes a whole species. But language stoops 
not to give a name to every oak, and she hath left it to beings of a sen« 
tient nature, to particularize each other. (Carol, ,Qrt, 48.) 

51. To characterize individuals by names, language de^ 
parts from its ordinary analogy. 

lUtLS, This necessity — a mere refinement in the communication of 
thought — extends to countries and cities, to all the individuals of the 
human race, and sometimes to the inferior animals. 

For example : Italy, Rome ; Greece, Athens ; Alexander, Buceph- 
alus, are. all individuaU; s^nd the particular name which we appro- 
{»riate to each of them, prevents ambiguous and disagreeable circum- 
ocutions, or descriptions, to make it known. 

52. We deduce, from these observations, the meaning of 
the grammatical division of nouns into combcon and proper. 
The coBiMON NOUNS are (by the iUustration to Article 60) 
the names of classes of individuals. The proper nouns 
(by the Illustration and Example of Article 51) are all 
names of individuals. 

53. The noun tree denotes any^ individual of the whole 
species in the singular number ; and, in the plural, all the 
individuals of the species. Alexander, on the contrary, is 
a particular, name, and is restricted to distinguish him alone. 

IUu$, On this principle are all common nouns susceptible of num- 
ber, singular or plurod, as Uiey denote one, or more than one, of a 
species; and hence, also, it appears plain, why proper nouns do not 
lake a plurtU ferm, except in some instances, when they express mor^ 
than one individual of a spedes, and of the same name ; as *' th« 
twelve Ciesars," " the Henries <^ England." 

Corol. The only nouns of language are, therefore, common nouns g 
proper nouns, being local and occasional, impropriated to persons and 
places, make no part of genend oommani(»ticai. (Compare Art, 52, 
and Ittus, to Art, 60. tmd 51.) 

54. Number, which distinguishes objects as singly ox 
collectively, munt have been coeval with the very infancy 
of language, because there were few things which men had 
more frequent occasion to express, than the difference be- 
tween one and many. 

Obs, The distinctlQai of number are signified, in mget l«agi»egc«r 
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by 0ome change in the tenninations of the nouns, and it rarely hap* 

GnB that the change is extended further dian to denote, whether one 
liyidual, or all the individuals of the species, be understood. The 
Greek dual is not more necessary for the purposes of communication^ 
Uian a triple, a quadruple, a centuple, or any other plural number, 
where the richness of a language would furnish it, to denote a given 
number of individuals of the species. 

55. Substantives are susceptible of other concomitant cir* 
oumstances, besides their capacity to denote difference of 
number. These circumstances are the variations oHhe ter* 
minations, and are called cases. 

MttuB, 1. This peculiarity of substantives, or nouns, is a necessary 
provision for expressing the circumstances attending them, and has 
been accomplished in two ways, either by varyine their terminations^ 
or by prefixing auxiliary words. The ancient languages employed 
the former of uiese methods ; the modem languages accomplish (he 
same end, by prefixing i^or^tcZes or prepositions. 

2. These methods are perhaps nearly equal, in respect of perspicu- 
ity ; but that of antiquity is preferable, in point of melody. Particles 
and prepositions are mostly monosyllables, and the frequency with 
which they must be used, impairs the modulation of language. 

8. The Greek language has ^[v^ cases in the singular, two in the 
dual, and fimr in the plural number. 

4. The Latin tongue has sometimes six, but generally &vet in the 
singular, and four in the plurah 

5. No cases appear in the Italian, the French, and the Spanish Ian* 
guages ; and there are not more than two in tiie English. 

• 56. Gender, another peculiarity of substantive nouns, 
in the grammatical structure of language, arises out of the 
difference of sex, discernible only in animals. It will there^ 
fore admit of two varieties, the masculine and femininb 
genders, agreeably to the distinction of living creatures into 
male and female. All other substantive nouns ought to be^ 
long to whait grammarians call the neuter gender^ which is 
a negation of the other two. 

Ittus. 1. In the structure of language, a remarkable singularity hath 
obtained with respect to this distributifm* In most languages, men 
have ranked a great number of inanimate objects under die distine* 
tions of masculine and feminine. This is remarkably the case in the 
Greek and Latin languages, which admit this capricious assignation 
of sex to inanimate objects, from no other principle than the casual 
structure of those languages, which refer to a certain gender, words of 
% certain termination; yet even termination does not always govern 
tills distribution into masculine and feminine, but many nouns in those 
laneuaees are classed, where all of them ought to have been classed, 
un&r Uie neuter gender. 

%. In the Frenui ai^d Italian tongues, the neuter gender is wholly 
unknown ; and all their names of ii^nimate objects are put upon the 
same footin^^ With living creatures, and distributed, without ei^ceptlont 
Sjito jnasculme and femmlne. 
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8. In the English language, (here obtafaw a pecuIlaritY qcdte oppo- 
rtte. In the Ei^llsh, wnen we use common discourse, all substantiye 
nouns, that are not names of living creatures, are neuter without ex- 
ception. He, ihe, it, are the marks of the three genders ; and we al- 
ways use it, in speaking of any object where there is no sex, or wher« 
the sex is not known. In this respect, our own language is pre-emi- 
nentlv philosophical in the application of its genders, or of those words 
which mark the real distinctions of male ana female. Tet the genius 
of the language pennits us, whenever it will add beauty to our dis- 
course, to make the names of manimate objects masculine or feminine 
in a metaphorical sense ; and when we do so, we are understood to 
quit the literal style, and to use what is termed a figure of speech. By 
this means, we have it in our power to vary our style at pleasure. By 
making a very slight alteration, we can personify aiw object we chooss 
to introduce with dignity; and by this change of manner, we give 
warning that we are parsing, from the strict and logical, to the orna- 
mental, rhetorical style. 

4. Of this advantage, not only every poet, but every good writer 
and speaker in prose, avails himself; and it is an advantage peculiar 
to our own tongue ; no other language possesses it. Every word in 
other languages has one fixed gender, masculine, feminine, or neuter, 
which cannot on any occasion be changed: a^iro for instance, in 
Greek ; virtus in Latin ; and la vertu in French ; are uniformly fem- 
inine. iS9^ must always be the pronoun answering to the word, wheth- 
er you be writing in poetry or in prose, whether you be using die stylo 
of reasoning, or that of declamation ; whereas, in Englbh, we can 
either express ourselves with the philosophical accuracy of giving no 

fender to things inanimate ; or, by giving them gender, and trans- 
>rming them into persona, we adapt them to the style of poetry, and, 
when it is proper, we enliven prose. 

6. On diis general principle, we give the masculine gender to tho0% 
substantive nouns used figuratively, which are conspicuous for the at- 
tributes of imparting or communicating ; which are by nature strong 
and efficacious, either to good or evil, or which have a claim to some 
eminence, whether laudable or not. Those again we make feminine, 
which are Conspicuous for the attributes of containing and of bring- 
ing forth, which have more of the passive in their nature, than of the 
active ; which are peculiarly beautiful or amiable ; or which have re* 
spect to such excesses, as are rather feminine than masculine. 

57. Articles are little words prefixed to substantives, 
or to other parts of speech, used as substantives, to enlarge 
or circumscribe their meaning. 

Illus. 1. When we survey any object we never saw before, or speak 
about an object with which we are not intimately acquainted, the first 
thing which we do to distinguish or ascertain it, is, to refer to its spe- 
cies, or to class it with some other objects of its species, of which we 
have some knowledge. (Art. 49. Blus.) 

Example* We would say, a tree, a house, a horse, a man, when wo 
wished to denote any individual of these classes which we had never 
seen before, and of which, from its appearance, we knew nothing, but 
its species. These objects are individuals of the species called trees, 
horses, houses, or men ; and must therefore possess the common qual- 
ities of their respective species. {Jlrt, 60* Illus.) 
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2. But, on sunreying the same objects a second time, and recollect- 
ing our former acquaintance with them, or their own particular prop- 
erties, we would not express our sentiments of them in the same lan- 
guage, in which we did at first. Besides referring them to their, spe- 
cies, we would now signify the additional ideas of having formerly 
seen them, and of having been made acquainted with their nature, or 
distinction; and would therefore employ the following phraseology: 
the tree, the house, the horse, the man. 

Carol. 1. The article a is called indefinite, because it refers the ob- 
ject to its species only, and denotes our conceptions of it no further 
than the common qualities of the species extend. 

2. The article the is called definite, because it discriminates the in- 
ject to which it is prefixed, from all others, of the same species, and 
denotes our previous acquaintance with it» or its own particular char- 
acteristics. 

58. Pronouns are the class of words most nearly related 
to substantive noiins ; being, as their name imports, repre* 
sentatives, or substitutes, of nouns. 

Rlu», I, thou, he, she, it, are pronouns, and they are no other than 
an abridged way of naming the persons or objects with which we 
have immediate intercourse, or to which, in discourse, we are fre- 
quently obliged to refer. 

Corol. Tney are thence, with substantive nouns, subject to the same 
modifications of number, gender, and case. 

Ob9. 1. As the pronouns of the first and second person, refer to per- 
sons who are present to each other when they speak, their sex must 
appear, and therefore needs not to be marked by a masculine or iexH' 
Uane jn-oiioun. But as the third person may be absent, or unknown, 
the distinction of gender there becomes necessary ; and accordingly, 
in English, the third person hath all the three genders belonging to it; 
he, she, it. 

-^ 2. In English, most of our grammarians hold the personal pronouns 
to hav« two cases, besides the nominative ; a possessive or genitive, 
and an accusative — I, mine, me; thou, thine, thee; he,hi8,him; who, 
whose, whom; we, ours, us ; ye, yours, you; they, theirs, them. 

59. Adjectives, or terms of quality, such as great, little, 
black, wjiite, are the plainest and simplest of all that class 
of words which are termed attributive. {Art. 44. Corol.) 

Obs. 1. They are found in all languages ; and, in all languages, 
must have been very early invented, as objects could not be distin- 
guished from one another, nor could any intercourse be carried oa 
concerning them, till names were given to their difiterent qualities. 

2. Between adjectives and participles there is no difference, except 
that the latter, along with their primary signification, denote the addi- 
tional idea of time. Both serve to notify the qualities or attributes, 
and to define and illustrate the meaning of substantives. 

S. All adjectives which denote qualities susceptible of augmentatioii 
or diminution, and almost all the qualities which are so, are suscepti- 
ble ofcomparison. 

4. Though the de^eesof augmentation of which a quality is suscep- 
tible may be almost infinite, yet the framers of languages have been 
content with marking two stages only qi these degrees. - 
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5. By fhe former is Bignified that of two quantities compared, one 
U greater than the other ; by the latter is understood, that of any ]ar« 

§er number of qualities than two compared, one is the greatest among 
leih. 

6. The ancient languages exf^ress their degrees of comparison chief- 
ly by adding terminations to the adjectives ; the modem languages ia^ 
<Jine more to signify them by auxiliary words. 

60. The Verb is by far the most complex of the whole claai 
of words which are called attributive. The chief character- 
istic of the verb is action or energy. The combination of 
ideas which it is thence employed to express, unavoidablj 
renders it the most intricate of all the parts of speech. 

Corol. Verbs, therefore, from their importance and necessity in 
speech, must have been coeval with men's first attempts towards the 
formation of language. {Art, 64.) 

61. Of the various circumstanccfs which must be commit 
nicated by the word denoting action^ the chief refer to tim# 
and .manner. 

IVus. In relating an action, it is requisite to notify whether it is fin- 
ished, is finishing, or will be fiiiished. And it is no less important to 
Communicate also the manner in which the action has been perform- 
ed, is performing, or will be performed. Whether the agent operated 
with deliberation, confidence and resolution, or with embarrassment, 
hesitation, and suspicion; whether he commanded the performance 
of the action, or signified only his inclination that it should be per- 
formed. 

Corol, Hence arose the necessity that the verb, along with the sig- 
nification of action, should liicewi^ express time, and that, with the 
signification of action and time, it should also denote manner. Here, 
then, we find the origin of moods and tenses. 

62. As it was necessary that the circumstances of time 
and manner should attend the signification of action.; the 
next important step in the formation of language, was, to de- 
termine by what means this combined communication should 
be accomplished. 

. IllvLs. One of two methods, it seems, must have been adopted ; ei- 
ther to vary the terminations of the verb, or to conjoin with it auxilia- 
ry words, 80 as to convey these additional circumstances. The for- 
mer of these methods, with a mixture of the latter, in the passive form 
of their verbs, was employed by the Greeks and Romans. The lat- 
ter method, with a mixture of the former, in the active form of their 
verbs, has been adopted by the English, the French, and the Italians. 

63. The structure of the verb was rendered still more 
complicated, because it was found requisite that along with 
the mgnification of action, time, and manner, it should also 
denote person and number, to adapt it for corresponding 
with the persons and numbers of nouns and pronouns with 
which it might be connected. 

5 
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Obt, To comUne bo many important articles in one word, required 
a degree of ingenuity, wliich nothing could supply but ttic dtseemment 
and experience of ages. 

64. Experience, doubtless, proved that the division of 
time into present, past, and fdture, was not sufficient for thd 
purposes of communication. 

nius. 1. The fleetine nature of present time made any subdivision 
of it both difficult and unnecessary ; hence, all polished languages 
have, in any mood, one tense only appropriated to express present 
time. 

2. A similar opinion seems to have guided the construction of lan- 
guages for expressing future time, which, including a long duration, 
was divisible jnto parts ; but the total ignorance in which mankind 
are involved concerning actions that may take place in that period, 
must have divested them of all disposition to mark differences of fu- 
ture time, or to provide language with tenses for that purpose.^ Hence, 
all polished languages, except the Greek, have also been contented 
with one tense expressive of future time. The paulo postfuturtun of 
the Greeks is a specimen of their ingenui^ to cultivate and improve 
their language, rather than as requisite for the communication of 
knowledge, since by this tense they intended to signify that the action 
was future, but would not be long so, because the time of its execution 
would quickly arrive. 

9. The past, then, is the time which the framers of all languages 
have been chiefly anxious to subdivide. Most of the actions whu;h 
could be the subject of discourse or writing, must have taken place in 
past time ; and to render the accounts of them more conspicuous and 
intelligible, it must often have been requisite to specify' the progress, 
or stages of their execi^tion. Hence the various divisions of past time, 
and the different tenses significant of them with which all languages, 
even the most imperfect, abound. Of polished languages, the least 
complete, in this respect, have three divisions : 

First, a pluperfect tense, by which is signified that the action is fin- 
ished, and that some time has intervened since it was completed. 

Secondly, dL perfect, which denotes tliat the action is finished, but that 
very little, or no time has elapsed since its completion. 

Thirdly, an imperfect, which signifies that the action had been go- 
ing on, but had not been completed. The language of ancient Rome 
possessed only these tenses significant of past time. 

4. But the Greek language, the English, and the French, besides 
these tenses, employ another, which the Greeks called an aorist, and 
which denotes only that the action is completed, without distinguish- 
ing in what division of past time the completion took place, or whether 
the execution was pluperfect, perfect, or imperfect. 

6. In the usual course of speaking and writing, this state of an ac- 
tion frequently occurs ; and, therefore, a tense adapted to express it, 
is of singular convenience and advantage. When the completion of 
the action is the only circumstance of consequence to be communica- 
ted, the proper tense to be employed is the aorist. The Latin lan- 
guage hath its ambiguous amavi, but the sense of the context only 
enables the learner or the reader to discover whether it denotes the 
aorist hplXi]aa,faimai,l loved; or the perfect past 7ce<piktixa, j*ai 
ainU, I have loved. ^ 
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65. The use of moods is to denote the manner in which 
an action is performed, together with the dispositions and 
feelings entertained by the agent relative to its perform^ 
ance. ^ 

Jlltu. 1. The capital views of an action relative to manner or mood, 
refer either to its actual performance, or to the power, inclination, or 
obli^tion of the agent to perform it ; or to the authority or right 
of the agent to entreat or command the performance ; or, finally, to 
the exhibition of the action, without any consideration of the a^ent* 
or of the sentiments tliat he may entertain concerning die perform- 
ance. 

2. These circumstances comprehend every general view of an ac« 
tion, that human afiairs can well be supposed to suggest* For, 

First, the agent may either possess power, inclination, or obligation, 
to perform the action, and actually perform it. 

Or, Secondly, he may possess power, inclination, or obligation, to 
perform the action, and without being able to put them in execution. 

Or, Thirdly, he may have a rieht, or authority, to entreat or 
command the power or inclination of some other agent to perform tha 
action. 

Or, Finally, the situation of the action may require only its bare ex- 
hibition, without any regard to the capacity, the duty, or the perform* 
ance of the agent. 

Carol, Hence, from these views, we readily discern the origin of 
the four moods of verbs commonly employed by polished languages. 

1. iThe indicative denotes the actual performance of the action. 

2. The iubjunetive expresses the power, inclination, or obligation 
of the agent to perform the action, but leaves the performance to be 
decided by circumstances not yet come into existenee; on account of 
which it is called the conditional mood. 

8. The imperative exhibits Uie agent as entreatiAg or commanding 
the performance of the action. 

4. The infinitive represents the action In general, without connex- 
ion with any agent, or reference to him, or any powers or dispoeitioas 
depending upon him. 

JUut, 1. 1 write is an indicative aseertion» because it deaotea an ac- 
tion in actual performance. 

2. / may torite is subjunctive, because it denotes disposition or 
capacity only, and communicates nothing with respect to perform- 
ance. 

8. / have written is indicative, because it denotes performance al- 
ready past. 

4. / might have written U subjunctive, because it communicatee 
part, capacity, inclination, or obligation, but signifies nothing about 
performance. 

6. Write thou Is an imperative, because it does not necessarily infer 
performance, and imports nothing more than that the action of writing 
should be performed. 

66. Theory of moods. In the present and past tenses, 
therefore, the indicative denotes performance ;•— the sab* 
junctive, intention or disposition ; — ^the imperative is suscep- 
tible of no time but the present, when it also expresses dun 
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position. But, in respect of future time, even the indiea* 
tive cannot denote performance ; and the subjunctive must 

be destitute of thjs tense altogether. 

lUus. 1. For, as an action can have no real existence till the time 
of its execution arrive ; so language can express nothing concerning 
it, but the present views and dispositions of the agents, who may 
foretell performance, or promise to perform. I shall write is signifi- 
'cant only of prediction or intention, the execution of which must be 
future \ and therefore, in the future tense, the indicative approaches 
the natfure of the subjunctive and imperative, and expresses chiefly 
disposition. The main difference between them seems to be this, that 
the future of the indicative, along with the signification of disposition, 
conveys something positive or affirmative with regard to execution. 
If the two other moods imply at all the execution of the dispositions 
which they denote, tiiey hold it forth as altogether contingent or con* 
ditional. 

2. All the sentiments which ban exist, or be expressed, relative^to 
future actions, must refer either to the views of them which the agent 
formerly entertained, or now indulges. Of the appearances which 
these actions will assume when they come into existence, or of the 
sentiments which will be entertained concerning them, he can know 
nothing ; and, therefore, these appearances and sentiments can neither 
be the subjects of thought nor of language. Hence, since past and 
present intentions and dispositions are the only circumstances with 
which we either are or can be acquainted, it is evident that a mood, 
limited t(i express intention and disposition, cannot admit a future tense, 
because no ideas of future intentions and dispositions exist in the 
mind of man, which it may communicate. 

8. The tense I shall have loved, commonly called ** the future of 
the subjunctive," has no participation with the usual import of the 
other tenses of that mood ; for it is expressive of no sentiment that 
li 'future and conditional as to its execution, but is equally positive 
and affirmative with / shall love, the tense commonly called the fu- 
ture of the indicative. They both signify intention relative to future 
tction ; "and the only difference between them is, that, taking the ex- 
ecution of hqth to refer to some fixed point of time, the action of 
the former vrill he finished^ when the action of the latter will he fin^ 
ishing. 

67. Tpi9 THEORY of the moods, then, gives to the indn 
cative seven tenses, and to the subjunctive not more than 
four. 

Illus. 1. The indicative will exhibit present time, denoted by the 
tenses present, and perfect present; as, I love, 1 have loved^iftUta^ 
ntffiXiiMa — amo, amavi: past time, by the imperfect 9ind pluperfect 
tenses, I was loving, J had loved-— itpiXtov^ inttfiktixtty — amabam, 
dmaveram: fttture time, by the tenses styled tTie future of the 
indicative, and the future of the subjunctive, IshdUl love, I shall have 
loved — tpiltjato, (pitiaofti — amabo, amavero: and the whole of past time 
denoted by tke Aorist* I loved — itptXijaa. 

2. The subjunctive, will exhibit present tim», divided into preeeni 
nnd perfect present ; as I may love, I may have loved— mkoi, n9(fnXtiM9n 
— amem, amaverim ; and past time divided into perfect and jpZt^>er- 
futf I could kne, I could Ihave loved — amarem, amavisBem, 
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68. Tenses and moods, in the Greek and Latin lan- 
guages, are generally discriminated by different inflexions 
of the verb ; in the modern languages they are chiefly dch 
noted by auxiliaries. 

IUU9^ 1. The auxiUaiies of the indicative mood are, have, had, ahatt^ 
will. 

Have and had mark tim^ ; llie former denoting that the action b 
finished just now; the latter that some interval has elapsed since it 
was completed. 

Shall and vnU express futurity, hut with it some affection or dispo- 
sition of the agent. Thus, in the first person, shall barely foretells, 
or predicts performance ; as, / shall toaik ; ** hereafter I am to per- 
form the action of walking." JVill implies promise or engagement ; 
/ vyill walk ,• *< I am determined hereafter to walk.*' In die second 
and third persons, these auxiliariea exchange their additional signifi- 
cations; and shall denotes promise or engagement; as, thou shc^t 
read : u>Ul expresses futurity ; as, he voill run : that b to say, accord- 
ing to promise oir engagement, " thou shalt read;" and'* he will here* 
aifter run." 

2. The auxiliaries of the present of the subjunctive are may and 
can,' and of the perfect, might, could, would, should. 

May and can denote capacity or ability ; as, / may write, I can read. 
Might and could express the perfect time of Jliay and can ; and like 
them are significant of ability or capacity ; but the execution depends 
on circumstances which have not yet come into exbtence. Thus, ** I 
might see him," and " I could tell him," express that my capacity to 
tee and tell him is complete, and I only wait for an opportunity to put 
it in action. 

Would denotes inclination, shmiid obligation, but the performance 
hangs upon some incident or power, not under the control of the 
agent ; as, " I would read) if I had a book ;" ** I should walk, if I had 
leave." 

8. The auxiliary to he, usually called a substantvoe verb, because it 
b confined to the signification of existence only, is generally and nat- 
urally an auxiliary of the passive form of the verb. In this case it is 
always attended with the perfect participle of the same form ; as, ** / 
am loved," — " I have been loved," — " I shall he loved." But added to 
the present participle of the active form, and supported by the other 
auxiliaries, there is not a mood or tense of the active form of the verb, 
which to kt may not denote ; as, " / am loving," — " I may he loving," 
— " Be thou loving," — To he loving," are expressions equivalent to» 
I love, I may love, love thou, to love. 

69. The INFINITIVE mood requires no agent to be pre- 
fixed or understood in the form of a nominative. The in* 
finitive, thus disengaged from all connexion with person or 
number, and significant of action in general, without consid* 
eration of any agent, approaches the nature of a substantive 
noun, and in all languages is frequently substituted in its 
place. The infinitive, farther, used as a substantive, is near- 
ly equivalent to the present participle, employed in the 
same manner. 

5» 
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Example, Thus to hear is nothiD^ more than the action of hearing / 
and every fuch participle, in Enghsh, may be converted into asiw- 
■tantive, by prefixing one of the articles, the usual characteristics of 
tubstantives. (Art, 57.) 

Obs, 1. The occasions on which it is requisite to express action 
without reference to any agent, are very numenms, and the use of 
the infinitive is of course very frequent. Its relation to the other 
moods is similar to that of abstract substantives to the adjectives from 
which they are formed ; as, goodness from ^^ good.** (Art. 59. Obs, 2.) 
But good denotes a quality inherent in the particular substance to 
which it is applied ; and goodneJis expresses , a quality common to all 
the substantives to which it is competent to apply the adjective. 

2. In like manner, the finite moods exhibit always some action, 
performed by an agent, either specified or understood as the nomina- 
tive to the verb. The infinitive denotes the action, without reference 
to any particular agent ; but the action is practicable only by the 
agents who may be made nominatives to the finite moods. 

Thus, as goodness denotes a quality common to all objects that are 
good ; so to read denotes an action which can be performed by all 
agents who have learned letters. 

. 3. The infinitive also, like the participle, retains so much of its verb- 
al quality, in denoting action, as to be susceptible of time ; and it 
possesses variations to expi-ess the three-great divisions of past^ pres- 
ent, and future. It seldom, however, introduces a sentence, but de- 
pends most commonly on some verb that precedes it ; hence the time 
which it assumes, is to be reckoned from that of the antecedent verb.. 

4. Taking, then, the time of the antecedent verb, as a fixed point, 
in computing the time of the infinitive, we employ the present, the 
past, or the future tense, accoi*ding as the action which it denotes hap- 
pens to be the same, of prior, or (M posterior time to that of the ante- 
cedent verb ; as, " I am happy to see him," — " I am happy to have 
seen him,'* — " I am happy to be aj^out to see hiiii." 

70. Of the adverb. The chief use of the adverb, as its 
name imports, is to modify the verb. The circumstances of 
action, expressed by tenses and moods, are all of a nature 
too general to be sufficient for the purposes of communica- 
tion. It is oflen necessary to be much more particular in 
ascertaining both the time and the manner, but particularly 
the place of the action. The important office of the adverb, 
is to accomplish these ends. 

lllus. 1. Though tenses display a great degree of ingenuity in their 
formation, they rarely descend farther than to denote performance in 
past, present, or future time. But we find it necessary to be often 
much more minute, and to signify whether the action was done yes- 
terday, lately, long ago ; or is to be done now, immediately, instant- 
ly ; or will be done quickly, presently, hereafter ; or will be repeated 
oiten, seldom, daily, once, twice, thrice. 

2. All the circumstances communicated by moods are of a very 
ceneral nature. The indicative expresses performance only ; the sul>> 
jvnctive and imperative denote bare intention or disposition; whiU 
Ifae infinitive scarcely descends farther than the name of the action« 
without specifying its nature. 
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8. The very raried and numerous litualioiu of fociety, demanded 
the signification of many circumstances of action much more particu* 
lar ; and to express these, a larg^e class of adverbs was derised. 

These adverbs indicate quality and manner, either simply, as tDitdff, 
prudently, eautiatuly ; or positively, as trvly^ certainly ^ unqueitiofi'' 
ably ; or contingently, as. perhaps, probably, possibly ; or negatively, 
as no, not, erroneously ; or conjointly, as together, generally , uni««r- 
sally ; or separately, as apart, solely, solitarily. Sometimes they de- 
note magnitude, as wholly, altogether, exceedingly ; or comparison, as 
preferably ; or passion, as an^ily, lovingly, Jurtously, valiantly; or 
merit, as learnedly*, prudently, iriaustrwusly. 

4. The circumstances of action relative to place are imparted by 
another copious class of adverbs. The principal views which they ex- 
hibit are, whether the action is performed in a place, or in moving to 
it, through it, or from it. Of the nrst sort are here, there, wherey with* 
in, without ; of the second, hither, thither, and die compounds of the 
syllable ward, as toward, forward, baektbard, upward, doumward /-of 
the third, nowhere, elsewhere, everywhere; of the fourth, fieficCf 
w?ience, thence. 

5. Of the adverbs which signify time and manner, two, one from 
each class, often attend on the same verb, by an analogy similar to 
the appearance of every verb, both in a tense and a mode, on the 
same occasion. The adverb significant of time is generally placed 
before the verb, and after it b placed the adverb significant of man- 
ner. That which precedes circumscribes the time expressed by the 
tense, and that which follows limits the manner expressed by the 
mood. 

6. Adverbs are susceptible of comparison, sometimes regular, as 
soon, sooner, soonest ; but oftener irregular, as readily, niore readily, 
most readily. One adverb is frequently employed to qualify another, 
as too confidently^ very seldom. And, finally, they are often applied to 
circumscribe adjectives, as unmercifully severe, highly criminal, 
superlatively excellent, 

71. Prepositions are words prefixed to substantives, 
to denote the various relations which they bear to one an- 
other. 

Ulus. In English, they are generally monosyllabic words, chiefly 
employed to supply the deficiency of the inflections commonly called 
ecues. But in the Welsh language they undergo inflection with the 
cases of nouns. In English they occasionally lend their aid to fur- 
jiish compounded verbs, ^foretell, undervalue; and in all cases they 
act as proportional ingredients of composition, by adding to it the full 
import of their powers. 

72. Conjunctions are used to connect sipgle substan* 
tires, clauses of sentences, or members of periods. 

nius. Conjunctions are divided into various classes, copulative, dS»» 
junctive, and adversitive ; but their most useful distinction relates to 
the correspondence which they have to one ano^er in diflerent clau- 
ses or members of a period; and in the right management of which, 
both the perspicuity an^ propriety of language are not a little con- 
cerned. 

0&«. We sometimes find pronouns connectiiig sentences as well at 
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eonjanctbn»: and the l&tter not unfrequetitly, by & violent elliptfb, 
perforn^ing the substantive office of ihe former ; but in this caae the 
conjunction is usually connected with an indefinite relative, as " Let 
$ueh OS presume," for " Let th^tn who presume." 

73. Interjections indicate those impressions which so 

suddenly and violently affect the mind of the speaker or 

writer, as to burst asunder the regular train of his 

thoughts and eiipressions, and thence demand immediate 

utterance. 

Obs, This definition demonstrates that the proper use of these wordi 
must be extremely limited ; and experience proves that the incidents 
which excite such vehement agitation are not very common. (Mrt, 4. 
Corol.) 

lllus. Interjections are sparingly used even in the glowing and ani- 
mated languages of antiquity; and they appear less seldom with 
grace, in &e more tame and phlegmatic tongues of modern times. 
They rarely occur with us but when they interrupt, not language, but 
silence ; and there are few persons who court those seasons of high 
passion when their sentiments are too violent for communication ^ 
words, and with difficulty admit utterance, at intervals, by sighs ana 
groans. 



CHAPTER II. 

THE NATURE AND CHARACTER OF THE USE WHICH GITXS 

LAW TO LANGUAGE. 

74. Eloquence has a partictilar connexion with language, 
as its intention is to convey our sentiments into the minds 
of others, in order to produce upon them a determinate e^ 
feet ; and language is the only vehicle by which this con- 
veyance can be made. 

Carol. The art of speaking, then, is not less necessary to the orator 
than the art of thinking. Without the latter the former could not have 
existed. Without the former, the latter would be ineffectual. And 
the operations of the latter go on by means of words, for there is do 
evidence that we think without language. 

75. Language is mainly a species of fashion * in whicb^ 
by tiic general but tacit consent of the people of a particu- 
lar state or country, certain sounds come to be appropri- 
ated to certain things, as their signs, and certain ways of 
inflecting and combining those sounds come to be estab- 
lished, as denoting the relations which subsist among the 
things signified. (Chap, I. Book I. and Chap, L Book 11.) 

lUus, 1. The philosophical view which we have taken of the chief 

• Uoipb^B, PbU. of Rhet. b. ii. e. L 
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principles and component parts of speech, (Jtrt 48. Ob$.) shew mi 
plainly it is not the business of grammar to give law to the fashions 
which regulate our speech. From its conformity to these it derives 
its authority and value. 

2. Grammar, therefore, is nothing else than a collection of ereneral 
observations, methodically digested, and comprising all the modes pre- 
viously and independently established, by which the significations, de- 
rivations and combinations of words in that language, are ascertain* 
ed. For these modes and fashions have no sooner obtained, and be- 
come general, than they are the laws of the language, and the gram- 
marian's only business is, to note, collect, and methodize them. 

3. But this truth concerns alike those coinprehensive analogies and 
rules which affect whole classes of words, and every individual word, 
in the inflec^ng or combining of which a particular mode hath pre- 
vailed. 

Corol, Hence every single anomaly, though departing from the 
rule assigned to the other words of the same class, and on that account 
called an exception, stands on the same basis, on which the rules of 
the tongue are founded, custom having prescribed for it a separate rule; 
{Art, 52 and 53.) 

76. Use or the custom of speaking, is, then, the sole ori- 
ginal standard of conversation, as far as respects the expres- 
sion ; and the custom of writing is the chief standard of style. 
{Art 86, llius.) 

Corol. In every grammatical controversy, we are, consequentlv, a» 
a last resort, entitled to appeal from the laws and the decisions of the 
grammarians to the tribunal of use, as to the supreme authority, (.^rl. 
79. Illus,) 

Obs. 1. llie conduct of our ablest grammarians proves that this or- 
der of subordination ought never, on any account, to be reversed. 

2. But if use be of such consequence in this matter, before advanc- 
ing any farther, let us endeavor to ascertain precisely what it is, as it 
would otherwise be erroneous to agree about the name, while we diJScr- 
ed about the notion that we assigned to it. 

77. Reputable use, sometimes ctlled general use, implies, 

not only currency, bat vogue, and may be defined, whatever 

modes of speech are authorized as good by the writings of a 

great number, if not the majority of celebrated authors : it 

is properly reputable custom, {Art, 60. lHus, and 86. 

Ohs, 2.) X 

Altis, The ^ood use of language has the approbation of those who 
have not themselves attained it. ft is the fate of those who, by reason 
ef their poverty and other circumstances, are deprived of the advanta- 
ges of education* to hear words of which they know not the meaning, 
and consequently to produce and misapply them. An afleetatlon of 
imitating their superiors, is, then, the great source' of those errors of 
the illiterate, in respect of conversation and the application of words* 
^fffach are beyond their sphere. 

78. Vulgarisms are those terms and phrases which, not- 
withstanding a pretty unifc»rm and extensife use, are coo« 
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sidered as corrupt, and, like counterfeit money, though conn 
mon, not valued. 

Jllit8, Their use is not reputable, because we associate with them 
such notioDs of meanness a& suit those orders of men among whom 
chiefly the use is found. If we use them we do not approve them, 
and negligence alone suffers them to creep into our conversation or 
writing, except when they are put into the mouths of characters whom 
we are describing. 

CoroL Their currency, therefore, is without authority and without 
weight. 

79. We always take the sense of the terms and phrases 
belonging to any elegant or mechanical art from the prac- 
tice of those who are conversant in that art ; in like manner, 
firora the practice of those who have had a liberal education, 
and are, therefore, presumed to be best acquainted with men 
and things, we judge of the general use of language. 

Jlltu, But in what concerns words themselves, their construction 
tod application, authors of reputation are, by universal consent, in actu- 
al poasef>sion of that standard which is authority ; as to this tribunal, to 
which all have access, when any doubt arises, the appeal is always 
made. {Car. Art. 76.) 

Cwoi. The source, therefore, of that preference which distinguishes 
good use from bad, in language, is a natural propensity of the numan 
mind to believe, that those are the best judges of the proper signs of 
speech, and of their proper application, who understand best the things 
which they represent. {Art, 77. and lUtu.) 

80. Authors of rifutation have been chosen rather than 
good authors, ior two reasons : 

First, because it is more strictly conformable to the truth 
of the case. Though esteem and merit usually go together, 
it is solely the public esteem, and not their intrinsic merit, 
which raises autbors to this distinction, and stamps a val* 
ue on their language. 

Secondly, this character is more determinate than the 
other, and therefore more extensively intelligible. Be- 
tween two or more authors, as to the preference in point of 
merit, different readers will differ exceedingly, who agree 
perfectly as to the respective places which they hold in the 
favour of the public. Persons may be found of a taste so 
particular, as to prefer Pamel to Milton, but none will dis* 
pute the superiority of the latter in point of fame. 

iifof. By authors of reputation, ws mean, not only in regard to 
kaowledee, but as respects the talent of communicating that knowl- 
edge. There are writers who, as concerns the first, have been deserv- 
edly valued by the public, but who, on account of a supposed deficien- 
cy m respect' of the secoiid, are consider^ of no authorihr in language* 
We of course sappose that their writings are in the Eogush toBg«e« in 
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an the various Idndi of compositioiii in proee and verse, serious and ludi- 
crous, grave and familiar. 

81. National use; presents itself in a twofold view, as it 
stands opposed to provincial and to fonign. {Art. 85. and 

88.) 

nius. Every province has its peculiarities of dialect, which afietft 
not merely the pronunciation and accent, but even the inflection and 
combination of words. It is thiis that the idiom of one district is distin- 
guished, both from that of the nation, and from that of every other 
province. The narrowness of the circle to which the currency of the 
words and phrases of such dialects is confined, sufficiently discrimi- 
nates them from that which, commanding a circulation incomparably 
wider, is properly styled the language of the country. 

Corol. Hence, we derive one reason, why the termuse, on this sub- 
ject, is commonly accompanied with the epithet general, {drt.19.) 

82. The English language, properly so called, is found 
eurrent, especially in the upper and middle ranks of life, 
over the whole British Empiife. 

2Uu8, Thus, though the people of one province ridicule the idiom of 
another province, they all vail to the English idiom, and scruple not 
to acknowledge its superiority over their own. 

83. Of all the idioms subsisting among us, that to which 
we give the character oi purity ^ is the most prevalent, though 
the language be not universally spoken or written with or- 
thographical and grammatical purity. 

Corel, The faulty idioms do not jar more with true English than 
they do with one another, and their diversity, therefore, subjects them 
to the denominatio ji of ifnpure. ' 

84. Professional dialects, or the cant which is sometimes 
observed to prevail among those of the same handicraft, or 
way of life, must be considered, with little variation, in the 
tame light with provincial dialects. {Art. 81. lUus.) 

lUus. The currency of the former cannot be so exactly circumscri- 
bed as that of the latter, whose distinction is purely local ; but their 
use is not on that account either more extensive or more reputable . Thus : 
advice^ in the commercial idiom, means " information," or ** intelU- 
gence ;" — nervous, in open defiance of analogy, denotes, in the medi- 
cal sense, " having weak nerves ;*' — and the word turtle, though pre- 
occupied time immemorial by a species of dove, is employed by sailors 
and gluttons, to signify " a tortoise." 

85. National use, as opposed to foreign, is too evident 
to need illustration; for the introduction of extraneous 
words and idioms, from other languages and foreign nations, 
cannot be a smaller transgression against the established 
custom of the English tongue, than the introduction of 
words and idioms peculiar to some counties or shires of 
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England, or at least somewhere current within the British 

pale. 

Oba. The only material difference between tnem is, that the one is 
more usually the error of the learned, the other of the unlearned. But 
if, in this view, the former is entitled to greater indulgence from re- 
spect paid to learning ; in another light, it is entitled to less,! from its 
being more commonly the result of affectation. 

CoroL Thus, two essential qualities of usage, in regard to language, 
have been settled, that it be both reputable and natumal, 

86. Present use is that which falls within the knowledge 
or remembrance of men now living, and which, in fact, reg- 
ulates our style. {Art. 76.) 

IlliLs. 1. If present use is to be renounced for ancient, it will be ne- 
cessary to determine at what precise period of antiquity, we are to ob- 
tain our rules of language. But one might be inclined to remove the 
standard to the distance of a century and a half, while another may, 
with as good reason, fix it three centuries backwards, and (another six. 
Now as the language of any one of these periods, if judged by the 
use of any other, would, no doubt, be found entirely barbarous; 
eidier the present tise must be tiie standard of the present language, 
or the language does not admit of any standard : but experience proves, 
that critics have not the power of reviving at pleasure old fashioned 
terms, inflections and combinations, and of^ making such alteirations on 
words, as will bring them nearer to what they suppose to be the 
etymon ; and hence we infer, that there is no other dictator here but 
use. Nor will it ever be the arbitrary rules of any man, or body of 
men whatever, that will ascertain the language ; yet words are by 
no means to be accounted the worse for being old, if they are not ob- 
solete ; neither is any word the better for being new. On the con- 
trary, the sovereign dominion of custom over language, evinces, that 
some time is absolutely necessary to constitute that custom or use, on 
which the establishment of words depends. Y^t it is certain, that when 
we are in search of precedents for any word or idiom, there are cer- 
tain mounds, over which we cannot leap with safety. The authority 
of Hooker or of Raleigh, how great soever their fame be, will not now 
be admitted in support of a term or expression not to be found in any 
good writer of a later date. 

2. But the boundary must not be fixed at the same date in every 
species of composition. Poetry, which hath ever been allowed a 
wider range than prose, enjoys, in this respect, a singular indulgence 
to compensate for the peculiar restraints which she is. laid under by 
the measure. And this indulgence is fraught with a twofold advan- 
tage ; convenience to the poet, and gratification to the reader, di- 
versity in the style relieves tiie ear, which hath little delight from 
lameness of metre. But still there are limits to this diversity. The 
authority of Milton and Waller remains unquestioned; and our best 
poets of the present day rarely venture to introduce words or phrases, 
of which no example could be produced, since the times of Spenser or 
IBhakspeare. 

3. And even in prose, the bounds are not Ae same for every kind of 
(Composition. In matters of science, for example, the terms of which, 
from the nature of the subject, are not capable of such accuracy as 
Ihose which belong to ordinary compositions, and are within the reach 
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of ordinary readers, there is no necessity of confining an author within 
a narrow circle. But in composing pieces which come under this last 
denomination, as history, romance, travels, moral essays, familiar 
epistles, and the like, it is safest for an author to consider those wordi 
and idioms as obsolete, which have been disused by all good writers, 
for a longer period than that to which the age of man extends. 

Ohs. 1. The expressions, recent ti«^, and modem use, have been 
purposely avoided, because (hey seem opposed to what is ancient ; and 
the word present has be^n chosen, because, in respect of place, it 14 
opposed to absent ^mA in respect of time, to past or future, which have 
now no existence. When, therefore, the phrase present use occurs in 
this volume, its proper contrary is — obsolete, not ancient. • • 

2. Though we have acknowledged language to be a species offash^ 
ion or mode, as doubtless it is ;* yet being much more permanent than 
^ose things to which the words fashionable and modish are applied, 
the former phrases are not meant to convey the ideas of novelty and 
levity, but recur to the standard already assigned ^ ( ^rt. 77. lUvs. and 
80. lUus.) ; the writings of a plurality of celebrated authors. Thui 
liave we established, as general principles, 

I.- That use is the sole mistress of language. 

JI. That hor essential attributes are reputable, national, tud present, 

III. That grammar and criticism are but her ministers; and though, 
like other ministers, they would sometimes impose upon the people, 
the dictates of their ovirn humor as (he commands of their sovereign, 
tliey are not so often successful in such attempts, as to encourage Sie 
frequent repetition of them. 

IV. That what has been said of the Epglish, applies to every tongue 
whatever ; it is founded in use or custom, 

- - • - Whose nrbitnirj sway, 
Words^ and the forms of laogua^e, must obey.f 

And, V. That it is not by ancient, but by present use, that the style 
ef every language must be regulated. 



CHAPTER III. 

THE NATURE AND USE OP VERBAL CRITICISM, WITH ITS 
|»RINCIPAL RULES OR CANONS, BY WHICH, IN ALL OUR J>»- 
. CISIONS, WE OUGHT TO BE DIRECTED. 

87. ALL the various qualities of elocution, have their 
foundation in purity, and the great standard of purity is 
use. {Art, 76, 77, and m.) 

♦ « Phtl. of Rhol." vol. i. book ii. chap. I. 

t U»u« 

,, duero penes arbitrium estet jus et norma loquendi. 

" ~ Hot. Ue ArU PO0L 
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SO The Nature and Use of Verbal Criticism. 

Obs. 1. The essential properties of 115^, 09 regarding language, have 
been considered and explained in the preceding chapter ; and in this 
we purpose to establish certain canons or rules, whereby the student 
may be enabled to detect the fallacy of that fluent and specious, but 
superficial method, of verbal criticism, which passes current for a de- 
liberate examination, into the principles on which the structure and 
genius of our language are built, {lllus. 1. »drt. 86.) 

2. Grammar and criticism, though in a different sphere, are of simi- 
lar benefit to language, that a succinct, perspicuous, and faithful di- 
gest of the laws o[ the Empire is to society, in comparison of the lab* 
yrinths of statutes j reports, and opinions. Which have emanated, 
through a long succession of ages, from legislators, counsellors and 
judges. (///. p. 55.) 

8. Th9 grammarian compiles the laws, which custom gives to lan- 
guage ; the critic seasonably brings before the public tribunal th« 
abuses of innovation. The one facilitates the study of our native 
tongue, advances general use into universal, and gives at least a greater 
stability, if not a permanency, to custom, the most mutable and ca- 
pricious thing in nature^ the other^ stigmatizing every unlicensed 
ten'n, and improper idiom, teaches us to suppress them, and to give 
greater precision, and consequently more-perspicuity and beauty, to our 
style. (Obs. 1. and 2. ^rt. 76.) 

88. Good use^ which, for brevity's sake, shall hereafter 
iaclude reputable, national, and present use, is not always 
uniform in her decisions. 

lllus, 1. Whenever a considerable number of authorities can be pro- 
duced in support of two different, though resembling modes of expres- 
sion, for the same thing, there is, always a divided use, and he whn 
conforms to either side, cannot be said to speak barbarously, or to op- 
pose the usage of the language, (drt, SO. and lllus.) 

89. This DIVIDED USE hath place sometiines in single 
words, sometimes in constructions, and sometimes in ar^ 
rangement. In all such cases, there is scope for choice ; 
and it belongs, without question, to the critical art, to lay 
down the principles, by which, in all doubtful cases, our 
choice should be directed. {Art, 76, Corol.) 

JUus, 1. There are, indeed, some differences in single words, as isle* 
tor " island," mount, for " mountain," which ought still to be retained. 
They are a kind of synonymies, and aflford a little variety, without oc> 
casioning any inconvenience. 

8. In our arrangement, too, it certainly holds, that various manners 
suit various styles, as various styles suit various subjects, and various 
sorts of composition. For this reason, unless when some obscurity, 
ambiguity, or inelegance, is created, no disposition of words which 
hath obtained the public approbation, ought to be altogether rejected. 

8. In construction, the case is somewhat difierent. Purity, perspi- 
cuity, and elegance, generally require, that in this there be Uie strict- 
est uniformity. Yet differences here are not only allowable, but evoA 
convenient, wheq attended with correspondent differences in the 1^ 
plication. 
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Corol. In those instances, therefore, of divided use, which gi^e 
scope for option, the authorities on the opposite sides, in order to assist 
us in assigning the preference, ought to be equal, or nearly so. When 
those on one side greatly preponderate, it is in vain to oppose the pre- 
vailing usage. Custom, when wavering, may be swayed; but when 
reluctant, she will not be forced. 

90. Canon the first. When use is divided as to any 
particular word or phrase, and the expression used by one 
part hath been pre-occupied, or is in any instance suscepti- 
ble of a different signification, and the expression employed 
by the other part never admits a different sense, both per- 
spicuity and variety require, that the form of expression be 
preferred, which, in every instance, is strictly univocal. 

Examples, By eonsequeneCt meaning consequently, is preferable to 
*« of consequence," as this expression is often employed to denote that 
which is momentous or important. Besides and beside serve both as 
prepositions and conjunctions. Custom assigns to each a separate 
province ; and good writers humou^ her, by employing only the former 
as a* conjunction, and the latter a^ a preposition. 

Obs. The improper use of adverbs for adjectives, and vice versa, of* 
fends aeainst precision, and the authority of present use. In those 
verbs, also, which have for the participle passive, both the preterite 
form, and one peculiar, the peculiar form ought to have the preference. 
For the same reason, some are inclined to prefer that use which makes 
ye invariably th6 nominative plural of the personal pronoun thou, and 
you the accusative, ^hen applied to an actual plurality. When used 
for the singular number, custom hath determined that it shall be you 
in both cases. 

91. Canon the ssconb. In doubtful cases, regard ought 
to be had, in our decisions, to the analogy of the language. 

Examples. By this canon, contemporary is preferable to " cotempo* 
rary;" because in words compounded with the inseparable preposi* 
tion eon, the n is retained before a consonant, but expunged before t 
vowel, or h mute ; as, eon-comitant, eo-incide, co-heir, Co-partner 
is, probably, the only exception. But in dubious cases, we are guided 
by the rule, not by the e'kception. The principle of analogy prefers 
dffterwards and homewards, to " afterward" and ** homeward ;" and 
would God, is preferable to '* would to God," though both these last 
phrases plead the authority of custom. 

92. Canon the third. When the terms or expressions 
are, in other respects, equal, that ought to be preferred^ 

. which is most agreeable to the ear. 

Obs, This rule hath perhaps a greater chance of being observed than 
any other, it having been, since the days of Addison, the general aim 
of our public speakers and writers, to avoid harsh and unmusical pe- 
riods. Nay, a regard to sound hath, in some instances, controlled the 
public choice, to the prejudice of both the former canons, which, one 
would think, ought to be regarded as of jnore importance. 

Example. Thus the term ingenuity hath obtained, in preference to 
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'* ingeniousness," though the former cannot b^ deduced, analogically, 
from ingenious; and had, besides, been pre-occupied, and consequent- 
ly would be equivocal, being a regular derivative from the term tngen- 
ioiLS, if the newer acceptation had not, before now, entirely supplanted 
the other. 

93. Canon the fourth. In cases wherein none of the 
foregoing rules gives either side a foundation of preference, 
a regard to simplicity, in which we include etymology, when 
manifest, ought to determine pur choice. 

Obs, Under the name simplicity, we comprehend ^lao brevity ; for 
that expression is always the simplest, which, with equal puiity i^nd 
perspicuity, is the briefest. 

IIlus. We have several active verbs, which are used indiscriminate* 
ly, either with or without a preposiiion ; as, accept, or accept of; but 
the simple form is preferable. 

94. Canon the fifth. In the few cases wherein neither 
perspicuity nor analogy, neither sound nor simplicity, as- 
sists us in fixing our choice, it is safest to prefer that man- 
ner, which is most conformable to ancient usage. 

Obs. This rule is founded on a very plain maxim — thatin language, 
as in several other things, change itself, unless when it is clearly ad- 
vantageous, is ineligible. On this principle, some wi iters follow the 
authority of Milton, in preferring that usage, which distinguishes ye, 
as the nominative plural ofthou. {Obs, Canon First.) 

Quotations from Shakspeare, on the side of orthography, are not 
much to be minded, because his editors have shamefully abused his 
ancient orthography. 

95. Every thing favoured hy good use ^ is not on that ao 
eount worthy to be retained, though no term, idiom, or ap- 
plication, that is totally unsupported by her, can be admit*- 
ted to be good. 

Obs. This position is necessary in order ta establish rules for ascer* 
taining both the extent of the authority claimed by custom, and the 
rightful prerogatives of criticism. 

Illus. 1. Though nothing can be good in language from which use 
withholds her approbation, there may be many things to which she 
gives it, that are not in all respects good, or such as are worthy to be 
retained and imitated. In some instances, custom may very properly 
be checked by criticism, 

2. The latter enjoys a sort of negative, though not a censorian pow- 
er of instant degradation. She hath the privilege of remonstrating, 
and, by means of this, when used discreetly, of bringing what is bad 
Into disrepute, and so cancelling it gradually : bat she huth no positive 
right to establish any thing. 

8. Her power too is like that of eloquence ; she operates on us pure- 
ly by persuasion, depending for success on the solidity, or, at least, 
the speciousness of her Arguments ; whereas custom hath an unac- 
countable and irresistible influence over us— an influence which Is 
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prior to persuasion, and independent of it, nay, sometimes even in 
contradiction to it. 

9(3. Of different modes of expression, that Which comes 
ta be favoured by general practice, may be denominated 
best, because established ; but it cannot always be said with 
truth, that it is established, because best. 

Illus. 1. Time and chance have an influence on all things human, 
tm\ on nothing more remarlcabiy than on language ; and the best 
form 9 of speech do not always establish themselves by their own supe- 
rioi* excellence; for we ofen see, that of various forms, those will re- 
commend themselves, and come into general use, which, if abstractedly 
considered, are neither the simplest, iior the moist agreeable to the ear, 
nor the most conformable to analogy. 

2. Though of any expression, which has obtained the sanction of 
good U33, we cannot properly say, that it is barbarous, we must admit, 
that in other respects, it may be faulty. To get rid of those gross- im- 
proprieties, which, tliough authorized by practice, ought to be dis- 
carded, nothing more is necessary than to disuse them. And to bring 
us to disu se them, botli the example and the arguments of the critic 
have their weight. 

3. The difference is obvious between the bare omission, or rather 
the not employing of what is used, and the introduction of what is un- 
usual. The former, provided what you substitute in its stead be proper, 
and have the authority of custom, can never come under the observa- 
tion, or at least the reprehension of the reader; whereas the latter 
shocks our cars immediately. 

> Corol. 1. Here, therefore, lies one principal province of criticism, to 
point out the characters of those woids and idioms which deserve to 
be disfranchised and consigned to perpetual oblivion. It is by careful- 
ly tiling off all roughness and inequalities, that language, like met- 
als, must be polished. This indeed is an effect of Taste. But when 
criticism hath called forth to this object the attention of a people im- 
proving in arts and sciences, there is a probability that the effect will 
be accelerated, and that their speech will not only become richer aiid 
more comprehensive, but that it will become highly refined, by acquir- 
ing greater precision, perspicuity, and harmony. {Art.ZX, and 32.) 

2. It is, however, no less certain, on the other hand, that in the de- 
clension of taste acid science, language y^ill unavoidably degenerate; 
ftnd though the critical art may retard a little, it will never be able ul- 
timately to prevent this degeneracy. 

Ob9. As no term, idiom^ or application, that is totally unsupported 
by use, can be admitted to be good, the ibllowing Canons^ in relation 
to those words or expressions, which may be thought to merit degra- 
dation from the rank which they have hitherto maintained, will enable 
us to ascertain whether every term, idiom, and application, that is 
countenanced by use, is to be esteemed good, and therefore worthy to 
be retained. 

97. Canon the sixth. All words and phrases which 
are remarkably harsh and unharmonious, and not absolutelj 
necessary, may justly be judged to merit degradation. 

6* 
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Definition, We call a word or phrase absolutely necessary, when, in 
the event of a dismission, we have none synonymous to supply its place, 
or in any way to convey property the same idea, without' the aid of 
circumlocation. 

Ohs. There are, however, criteria, by which we may discriminate 
the objectionable words from all others. '' 

98. Criterion for st, A terra composed of words already 
compounded, of which the several parts are not easily, and 
therefore not closely united, is always heavy and drawling, 
and withal so ill compacted, that it has not more vivacity 
than a periphrasis, to compensate for the defect of harmony. 

Example. Such are the words hare-faced^ness, shame-faced-ness, 
un-success-ful-ness, dis-interest-ed-ness, wrong-headed-iiess. 

99. Criterion second. When a word is so formed and 
accented, as to render it of difficult utterance to the speaker, 
and consequently disagreeable in sound to the hearer, it 
may be judged wortliy of the fate prescribed by the canon. 
(Art, 97.) 

Jllus. This happens in two cases ; first, when the syllables which 
immediately follow the accented syllable, are so crowded wi;h conso- 
nants, as of necessity to retard the pronunciation ; as que'stionless, 
reme'mbrancer ; — secondly, when too many syllables follow the ac- 
cented syllable, a similiar dissonance is found ; aspri'marily, per'emp' 
torily. 

100. Criterion third. When a short or unaccented syl- 
lable is repeated, or followed by another short or unaccent- 
ed syllable very much resembling it, the pronunciation par- 
takes the appearance of stammering. 

Example. This happens when we add the adverbial termination to 
words ending in ly ; as ho' lily ; or when the participial termination 
ing, is added to a noun ending in er ; ^Sy/a'Triering, so'ldiering. 

Scholium. Beside the cases which come under the foregoing crite- 
rion, we Ichow of none that ought to dispose us to the total disuse of 
words really significant. A little harshness by the collidon of conso- 
nants, which, nevertheless, our organs find no difficulty in articulating, 
and which do not suggest to the hearer the disagreeable idea either of 
precipitation or of stammering, is by no means a sutBcient roa?<Jn for 
the suppression of an useful term. It does not do well to introduce^ 
hard and strong isounds too frequently ; but when they are used spar- 
ingly and properly, they have even a good effect. Variety of sound is 
advantageous to a language ; and it is convenient that we should have 
0ome sounds that are rough and masculine, as' well as some that are 
liquid and feminine.* 

- - -- ■ - - ■ _ ■ - 1 — ^ 

* Those languages which are allowed to be the most susceptible of all the {graces 
«f harmony, have admitled many i|l sounding words: such are ta Groek rnXuYX' 
wi^faOatf ftsfupinttevov ; such are also in Latin apississimus, pererebrescebantgne ; anA 
ia ludian, tacrsciosAtore, tp-egiatricc. The first Gxoek word hisses worse than anj 
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101. Canon the seventh. When etymology plainly 
points to a signification different from that which the word 
commonly bears, propriety and simplicity both require the 
dismission of every such word. 

nius. The word plainly is used in this canoa, because no regard 
should be had to the etymology, when il is from an ancient or foreign 
language, or from obsolete roots in our own Janguage, or when it id 
obscure or doubtful. The case is diflferept when the roots either are, 
or strongly appear to be, Engliih, and, in present use, clearly suggest 
another meaning. 

Example 1. Beholden implies "obliged," or "indebted." As the 
passive participle of the verb to behold, which it is analogically, it 
conveys a sense totally different. Not that we consider the term as 
equivocal ; for in the la.>;t acceptation, it hath long since Ix^en disused, 
having been supplanted by beheld. 

Corol. Every word, therefore, whose formation is as analogical as 
this, has, at least, the appearance of impropriety, when used in a sense 
that seems naturally foreign to its radical signification* 

Example 2. The verb to unloose should analogically signify " to tie," 
In like manner as to untie signities " to loose." 

Corol. All considerations ol" analogy, propriety and perspicuity, 
unite in persuading us to repudiate the preposterous application of 
every term which includes the impropriety of conveying a sen^e the 
reverie of that which its etymology naturally suggests. 

102. Canon the eighth. When any words become 
obsolete, or, at least, are never used, except as constituting 
p^rts of particular phrases, it is better to dispense with their 
service entirely, and give up the phrases. 

Illus. First, because the disuse, in ordinary cases, renders the term 
somewhat indefinite, and occasions a degree of obscurity; secondly, 
because the introduction <Jf woixls, which never appear but with the 
sam3 attendants, gives an air of vulgarity and cant, to a stylo which 
might otherwise^ be wholly unexceptionable. 

-Example. Dint of argument, for " strength of argument ;" — not a 
whit better, for " no better ;" — pro and con, for " on both sides;"— 
with many similar phrases, will never be used by those who observe 
the eighth canon. 

103. • Canon the ninth. All those phrases which, when 
analysed grammatically, include a solecism, {Art. 111.) and 
all those to which use hath affixed a particular sense, but 
whi,ch, when explained by the general and established rules 

- - - . - - - - - _■ ' ^ 

En^lisb word ; tho last presents a dissonant recurrence of the same letter, to a do* 
greo unexampled with uf, though the mixture of lung and short syllables prevents 
thnt (Hfficuliy of utterance, pointed out in the example of Criterion third. The first 
Latin word liisses in pronunciation like an adder roused from itsslumberA } the second 
is tts rou^h as nny of those in the example of CrUerionfifst. And the two Italian 
words, from the most musical of all langua^, sound harsh and jarring ercn to us^ 
who are accustomed to ar dialect boisterous hke our woatfcec. 
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of language, ar^ susceptible either of a different sense, or of 
no sense, ought to be discarded altogether. 

lUus. We shall distinguish this phraseology by the epithet idiomati" 
eal; and since it is the offspring partly of ignorance, and partly of 
affectation, it divides itself into several examples. 

Firstf that which includes a solecism, is the phrase," I hud rather 
do such a thing," for, " I would rather do it." This expression is ir- 
regular, because the auxiliary had joined to the infinitive active do^ is 
a gross violation of the rules of conjugation ; and it is unnecessary, 
because we can supply its place by a phrase purely English. Good 
use cannot therefore protect it fiom being branded, with the name of 
a blunder. 

Secondly. Phrases, which, when explained grammatically, lead io a 
different sense from what the words in conjugation commonly bear; 
as, "he sings a good song," for " he Fings well." A good song may 
be ill sung, and therefore the plain meaning of the words, as they stand 
eonnected, is very different. So also, " he plays a good fiddle," for 
" he plays well on the fiddle," involves a solecism. 

A fourth iriipropriety is, a river^s emptying itself. But to empty ^ is 
" to exhaust," or " to evacuate." Now passing the word river ^ as a 
metonymy for channel, is this ever " ewicuated or exhausted ?" when 
it is, it ceases to be a channel, and becomes a holloio or valley. A liv- 
er falls into the sea, and a snip ** fi\lls down the river," as the motion 
is no other that a fall down a real, though gentle, declivity. 

The fifth sort are those vile but common phrases, which can scarce- 
ly be considered as conveying any sense ; as, currying favour, danc- 
ing attendance. 

Sixth. The idiomatical use that is sometimes made of certain verbs^ 
renders their application reprehensible ; as, " he stands upon secu- 
rity," for " he insists;" — and take for " understand;" as, " you take 
me," and " I take it ;" — and hold for " continue ;" as, " he does not 
hold long in one miad." 

Seventh. The worst are those, in which the words, when construed, 
are not Susceptible of any meaning ; as^ " there were seven ladies in 
the company, every one prettier than another ;" which means, that 
they were all very pretty. But one prettier, implies that there is an- 
other less pretty. Now where every one is prettier, there can be non^ 
less, and consequently none more pretty. 

Corol. Ambitiously to display nonsensical phrases of this sort, under 
the ridiculous notion of a familiar and easy manner, is not to set off the 
riches of a language, but to expose its rags. As such idioms, there- 
fore, err alike against purity, simplicity, perspicuity, and elegance, 
they are entitled to no quarter from those who may deem the foregoing^ 
canons of any weight in the art of composition. 

SJiolium. The first five of these canons are intended to suggest the 
principles by which our choice ought to be directed in cases wherein 
use itself is wavering; and the four last, to point out those further 
improvements of construction, which, verbal criticism, without exceed- 
ing her legal powers, may assist in producing. There is a danger, 
however, lest our improvements this way be carried too far, and our 
mother tongue, by being too much impaired, be impoverished, and so 
more injured in copiousness and nerves, than all our refinement will 
ever be able to compensate. For this reason there ought, in support 
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of every sentence of proscription, fo be an evident plea from the prio- 
ciples of perspicuity, elegance and harmony. 

104. The foregoing reasoning furnishes a tenth canon. 
Whatever be the opinion of some grammarians, the want of 
etymology cannot be reckoned a sufficient ground for the 
suppression of a significant term, which hath come into good 
use. 

Obs. It were as unreasonable to reject, on this account, the assist* 
ance of an expressive word, that opportunely offers its service, when 
perhaps no other word would so exactly answer our purpose, as fo re- 
liise, in common life, the needful aid of a proper person, because lia 
could give no account of hii family or pedigree. 

lUtu. Though what is called cant, is generally, not necessarily, not 
alu^ays without etymology, it is not the defect, but the baseness of the 
use, which fixeth on tt that disgraceful appellation^ No absolute mon* 
arch hath it more in his power to ennoble a person of obscure birth, 
than it is in the power oi good use to exalt words of low or dubious 
extraction. 

Examples, Fib, banter, fop, fudge j have arisen from hovels no one 
knows how ; Sindfthnsy, from the cant of a workshop. 

Carol, It is never from attention to etymology, which would fre- 
quently mislead us, but from custom, the only infallible guide in this 
matter, that the meanings of words in present use must be learned. 
{Art. 76. and 77.) 

105. What has now been said on this topic, relates only 
to such words as bear no distinguishable traces of the base- 
Aess of their source ; the case is quite different in regard to 
those terms, which may be said tAi prochiim their vile and 
despicable origin ; and that either by associating disagree- 
able and unsuitable ideas, or by betraying some frivolous 
humour in their formation. 

Examples. Belly timber, thoroug7istitch,2Lnd dumbfound, are of the 
former ; and transmogrify, bamboozle, helter skelter, are of the latter 
class. Yet most of these words are to be found in ** Walker's Crit* 
ical Pronouncing Dictionary.** 

Obs, These may find a place in burlesque, but ought never to show 
themselves in any serious performance. A person of no birth, as the 
phrase is, may be raised to the rank of nobility, and, which is more, 
may become it ; but nothihg can add dignity to that man, or fit him for 
the company of gentlemen, who bears indelible marks of the clown in 
bl3, look, gait, and whole behaviour. 
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CHAPTER IV. 

OF GRAMMATICAL PURITY, 

« 

106. PURE English composition implies three things : 
{Art 87.) 

I^rst, that the words be English. (Art. 82.) 
Secondly, that their oonstr action, under which, in our 
tongue, arrangement also is comprehended, bp in the £ng* 
lish idiom. (General Principles, p, 55.) 

Thirdly, that the words and phrases be employed to ex- 
press the precise meaning, which custom hath affixed ta 
them. (Art. 76.) 

Obs. In the foregoing definition, we have substituted (he phrase* 
'* pure English," for grammatiecU purity ; and this we have done for 
two especial reasons : 1st. Because it is the language in which we 
write ; and 2dly. Because the language of Britain is capable of that 
grammatical purity, and those higher qualities of elocution, and ora- 
torical excellence, which give grace and energy to discourse. > 

107. Since purity implies three things, it may be violated 
in three different ways : 

Pirst, the words may not be English. 

This fault is denominated a barbarism. 

Secondly, the construction of the zientenee may not be ill 
the English idiom. 

This fault has gotten the name ofsoleeism. 

Thirdly, the words and phrases may not be employed to 
express the precise meaning, which custom hath affixed to 
them. 
This fault is termed an impropriety.* 

106. The reproach of barbarism may be incurred in 

three different ways : — 

1st. By the use of words entirely obsolete : 

2dly. By the use of words entirely new ; or 

3dly. By new formations and compositums, from simple 

and primitive words in present use. 

JUus, 1. By the use of obsolete words. Obsolete words are not now 
English, though they might have been so in the dajrs of our forefothen. 
We cannot therefore introduce tiiem. Foreign phrases have as much 

• Thii diitributioo i» a|Teeftb'le to anlntllian, Initit. lib. t. cap. 5. <* Deprobendat 
qpm barbota, qu0 impropna, qam ooatra lafMn bquandi compoaita." 
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elaim to be introduced, as tboite antiquated word?, without risking the 
charge of affectation. Thus, Thomson, in bis " Castle of Indo- 
lence," has dragged from tlieir obscurity many words which were al- 
most wholly unknown, except in Spenser*s** Fairie Queene/' 

Examples, Atwn^ behest j fantasy , eleped, erst, uneath, whilom, fri- 
btUation, etewhile, whenaSjperadventurc, selfscune, offend more or lest 
against Article 88 and its illustration. 

2. Poets claim exemption from this rule of never using any wordft 
but those which are English, particularly on account of the peculiar 
inconveniences to which the laws of versification subject them. (//* 
Iw. 2. ^rt. 86.) 

3. Besides, in treating some topics, passages of ancient story, for 
instance, there may sometimes be found a suitableness in the intro- 
duction of old words. 

4. In certain kinds of style, when used sparingly and with judg- 
ment,, they serve to add the venerable air of antiquity to the narrative. 

5. In burlesque also they often produce a good effect. But purity 
requires that those w6rds only shall be employed which are of classical 
authority ; and they who are ambitious to speak and write with ele- 
gance, will select as their guides, in conversation and oratory, speak- 
ers of the best elocution, and authors of the most correct taste, solid 
matter, and refined manner, will form their patterns in writing. Clas- 
deal authority, the standard by which our practice must be regulated, 
is none other than the example of such 8peakei*s and writers. (Art* 
SO. Illus.) 

109. The use of new words inundates a language with ^ 
numerous tribe of barbarisms. A licentious affectation of 
novelty, rather than any necessity to avoid circumlocutions, 
overwhelms our language with foreign words. {Art, 85.) 

Examples, ^umerosity, eognkion, irrefragability, efflitxion, are 
from the Latin, and convey no new meanings, which had not been 
pre-occupied by other words of established reputation. And among 
our French imports we have dernier resort, beaitx arts, belles lettres, 
and a legion besides, which some of our own writers, otherwise re- 
spectable, have fancied so many gems, capable of adding a wonderful 
lustre to their works. 

Obs. 1. But this is a false brilliancy, which dazzles only those who 
forget that the Greeks branded a foreign term, in any of their writers, 
with the odious name of barbarism. Besides , the rules of pronuncia- 
tion and orthography in French, are so different from those which ob- 
tain in English, that the far greater part of the French words yearly 
introduced, constitute so many anomalies with us, which, by loading 
the grammatical rules with exceptions, greatly corrupt the sint^licity 
and regularity of our tongue.* 

. Corol. Two considerations ought to weigh with writers, and hinder 
(hem from wantonly admitting into their performances such extrane- 
ous productions. One is, if these foreigners be allowed to settle 
amongst us, they will infiidUbly supplant the old inhabitants. What- 
ever ground is given to the one, is so much taken away from the other. 
No writer, therefore, ought to foment an humour of innovation which 

« 8m *« FrineiplM oTEof lish PfooaneiaUoo,*' ^nhmag *« Walkw't 
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tendfl to make tbe language of his country still more changeable, and 
consequently to render the style of his own writings sooner obsolete. 

2. The other consideration is« that if he should not be followed in 
the use of those foreign words which he hath endeavoured to usher into 
the language, if they meet not with a favorable reception from the 
public, they will ever appear as spots in his compositions. Whether, 
therefore, he be or be not imitated, he will himself prove a loser in the 
end. Moreover, as borrowing naturally exposeth to the suspicion of 
poverty, this poverty will much more readily, and more justly too, be 
imputed to the writer than to the language. 

In words, as fiuhions, the Rarae rule will hold ; a 

AlikefaiTt-astic if too new or old ; * 

Be not tlte first by whom the new are tri«d, 
Nor yet tiie lust to luy the old aside.* 

110. By the use of good words new modelled. The third 
species of barbarism , is that produced by new formations 
and compositions from primitives in present yse* 

JlluB. 1. Greater liberty ought to be given on this article than on 
the former, provided the English analogy be observed in the composi- 
tion, and the new modelled word be wanted in the language. {Art, 
104. and its lllus.) 

2. Never, on the plea of necessity, patronise frivolous innovations ; 
Bor the collision of words which are naturally the most unfit for coa- 
lescing, and where the analogy of the formation exhibits only an ob- 
scure meaning till it be analysed. Rest assured this jargon will not 
creep into vogue in the charter language of the present age. {Aft, 77. 
and 86.) 

3. Another modem refinement is, the alteration that has been made, 
by some late writers, on proper names, and some other words of for- 
eign extraction, and on their derivatives, on pretence of bringing them 
nearer, both in pronunciation and in spelling, to the original names, as 
they appear in the language from which those words were taken. — 
But this hath been tlie en item of all nations. When the Grecians and 
Romans introduced a foreign name into their languages, they made 
such alterations in it, as might facilitate the pronunciation to their 
own people, and render it more analogous to the other words of their 
tongue. 

4. Another set of barbarisms, which also comes under this class, ari- 
ses from the abbreviations of polysyllables, by lopping aS all the syl- 
lables except the first, or the first and second. 

Examples, Hyp for " hypochonadriac," ult for " ultimate," extta 
for" extraordinary." 

Sclwlium. The two classes of barbarisms last mentioned, compre- 
hending new words and new formations, from words still current* 
offend against use, considered both as reputable and as national.— » 
{Art, 77. and 85.) A writer who employs antiquated or novel phrase- 
ology must do it with design : he cannot err from inadvertence, as his 
may do with respect to provincial or -vulgar expressions* He caa- 
Dot be habituated to antiquated or novel words and phrases. It is hft- 
bit that renders it so difficult- to avoid those which are provincial or 
▼ulgar. How much soever folly or vanity may actuate the herd of 

* Pope'fEsnyoaCriUeifin. 
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•cribblen, whose greatest struegle is to insinaftte a faronrable opinion 
<^ their erudition, the writer of true genius and taste will not expeet tD 
obtain reputation by such artifipes. He will neither discolour his stvle 
by the faint tinge of antiquity or novelty, nor by the coarse daubmg 
of provinciality and vulgarity. 

111. The Solecism. The transgression of any of the 
syntactic rules is a solecism ; and there are various ways in 
which almost every rule may he transgressed. 

lUus, 1. Leaving it to grammarians to exemplify and class the fla* 
grant solecbms which betray ignorance in the rudimenti of the lan- 
guage ; we proceed to take notice of a few less observable, which wri- 
ters of great reputation, and even of critical skiU in the language, have 
slidden into through inattention. 

2. Sdecisms are more excusable than barbarisms ; the former are 
usually reckoned the effect of negligence, the latter of affectation.^- 
NegUgence, often the consequence o7 a noble ardour in regard to sen- 
timents, is, at the worst, a venial trespass, and sometimes it is not even 
without enei|;y ; aflectation is always a deadly sin against the laws of 
rhetoric. (Ob$. Art. $6.) 

8. Much greater indulgence, in the article of solecisms, is given to 
the speaker than to the writer ; and to the writer who proposeth to 
persuade or move, greater allowances are made, than to him who pro- 
poseth barely to instruct or please. The more vehemence is required 
by the nature of the subject, the less correctness is exacted in the 
manner of treating it. Nay, a slight deficiency in this respect is not 
nearly so prejudicial to the scope of an oration, as a scrupulous accu- 
racy, which bears in it the symptoms of study and art. 

Cprol, Grammatical inaccuracies ought to be avoided by a writer, 
for two reasons : First, because a reader will much sooner discover 
them than a hearer, how attentive soever he may be. Secondly, 
as writing implies more leisure and greater coolness than speaking, 
defects of this kind, when, discovered in the former, will be less excused 
than they would be in the latter. 

Of the various solecisms which may be committed, we have 

1. A mistake of the plural number for the singular. 

- II. Inaccuracies in the construction and application of the degrees of 
comparison suggest the following rules : 

lllus, 1. The comparative degree implies commonly a comparison 
of one thing with one other thing; the superlative, on the contrary, al- 
ways implies a comparison of one thing with many others. The for- 
mer consequently requires to be followed by the singular, the latter by 
the plural ; yet in the sentence " He is wiser than we, " the compara- 
tive is rightly followed by a plural. 

2. In a comparison of equality, though the positive degree only is 
used, the construction must be similar to that of the comparative, both 
being followed by conjunctions which govern no case. 

3. The particles, as after the positive, and than after the compara- 
tive, are conjunctions, and not prepositions. For example, " I esteem 
you more than they," is correct ; and so is the sentence, " I esteem you 
more than them, " but in a sense quite different from the former, since 
in the one case it expresses their esteem for you, and in the other my 
esteem/or them, 

7 
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C&rol.Thit second canon {Art. 91.), which teaches ue to prefer what it 
most agreeable to analogy, leads us to decide that than is a conjunction. 

4. The superlative, followed bv the singular number, is an error 
which may be corrected by substituting the comparative in room of 
the superlative. 

III. Possessive pronouns must always agree in number and person 
with their antecedents. • 

IV. Mistakes in the tenses of the yerbs suggest many rules. 

Ruh 1. When in two connected clauses the first verb is in the pre* 
ient or the future, the second, which is dependent on it, cannot be in 
tile past. 

2. On the contrary, when the first verb is in the preterite, the se* 
eond ought to be so too. 

8. When the first verb is in the preterperfect, the second may be itt 
the preterimperfect. 

4. In expressing abstract or universal truths, according to the idiom 
of our language, the present tense of the verb ought always to be used ; 
because the verb, in such cases, has no relation to time, but serves 
merely as a copula to the two terms of the proposition.* 

6. When speaking of a past eveht which occasions the mention of 
some general truth, never use the same tense in enunciating the gen- 
eral truth, with that which had been employed in the preceding part 
of the sentence. 

6. The construction of two verbs, both under die regimen of the same 
conjunction i^, requires both the verbs to be in the subjwnetive mood, 

7. Never omit, in a subsequent part of a sentence « the participle 
which makes part of the complex tense, from an idea that the occur* 
rence of a verb in a former clause of the sentence will supply the defect 

8.' Never couple words together, and assign to them a common re* 
gimen, when tue will not admit tiiat they be construed in the same 
manner. 

lUus. ** Will it be urged that the four gospels are as old, or even old- 
er than tradition ?"t The words as old and older cannot have a com* 
mon regimen. The one requires to be followed by the conjunction €is, 
the other by than. 

V. The connexion between the preposition and the noun or pronoun 
governed by it, is so intimate, that therb cannot be a reference to the 
one without the other. The words to which are rightiy construed with 
the passive participle, but the construction is which with the active verb. 

VI. The repetition of the relative, in all sentences, makes the inser* 
tion of the personal pronoun necessary. 

Illtts, Both these rules are transgressed in the sentence, " few tal- 
ents to which most men are not born, or at least may not acquire,** 
which ought to run thus, <* or which at least they may not acquire." 

Corol. A part of a complex tense means nothing without the rest of 
the tense ; therefore the rest of the tense ought ^ways to be found in 
the sentence. 

VII. In the syntax of nouns, expressions which 'can only be rightiy 
eonstrued with a preposition, should never be without their proper 
regimen. 

• In logic the copula is the word which uoitei the rabject and predicate ofa propo- 
. iiUon. 
* t Bolinb. Phil. Em. IV. c. 19. 



As it respects Impropruiy and Idioiism. 

Till. As reipilarity inf the management of prepositions implies a pro- 
per choice of these particles, their omission is a great blemish when 
their presence is required. 

The wrong choice of prepositions suggests the necessity of not using 
as synonymous such as rarely admit the same construction. 

IX. Inaccuracies in the applications of the conjunctions and ad- 
verbs, arise from want of attention to those little things which ought 
not to be altogether disregarded by any writer. 

Carol. The words of the language constitute the materials with 
which the orator must work ; the rules of the language teach him by 
what management those materials are rendered useful. But purity it 
using rightly the words of the language by a careful observance oi the 
rules. It is, therefore, justly considered as essential to all the other 
graces of expression. Hence, not onlv perspicuity and vivacity, but 
even elegance and animation, derive a lustre. 

112. The impropriety is the third and last class of 
faults against purity. The barbarism is an offence against 
etymology y the solecism against syntax, the impropriety 
against lexicography. 

Obi, The impropriety, then, may be in application of single words, 
or of phrases ; but as none but those who are grossly ignorant of our 
tongue, can misapply the words that have no affinity to those whose 
place they are made to occupy, we shall only take notice of those im- 
proprieties, into which a writer is apt unwarily to be seduced by some 
resemblance or proximity in sound or sense, or both. 

I. By proximity of sound some are misled to use the word obiervO' 
Hon for '* observance.'* When to observe signifies *<to remark," the 
verbal noun is observatumy when it signifies ** to obey," or " to keep,'* 
the verbal is observance. 

II. Endwranee for ** duration.'* The former properly signifies *' pa- 
tience" as applied to suffering ; the latter means " lasting as applied 
to time. 

III. Ceremonious and '* ceremonial" are distinguished thus : thev 
come from th6 same noun ceremony , which signifies both s^form ofev- 
tility, and a religious rite. The epithet expressive of the first signifi- 
cation is eerentanioUs, of the second ceremonial. 

lY. When genius denotes mental abilities, its plural is *' geniuses," 
and not genii, a term which denotes spirits or demons, good or bad* 

113. Of improprieties arising from a similitude in sense, 
we have, 

I. Veracity, used for ** reality." In strict propriety the word is on* 
ly applicable to persons, and signifies not physical, but moral truth. 

II. /noeniton, for ** discovery." One discovers truth; another in* 
reutafalseJiOods. A machinist invents, an observer discovers. 

III. Verdict, for ** testimony." A witness gives his testimony; the 
jury give their verdict. 

I v. Risible, for " ridiculous." The former hath an active, the lat- 
ter a passive signification. Thus, we say, " man b a risible animal." 
** A fop is a ridiculous character." 

V. The word together often supplies the place ot sueeesshehf. The 
resemblance which continuity in time bears to continuity in place, is 
tbe source of this impropriety. When the Spectator says, ** 1 do not 
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remember that I ever spoke three sentences together in my whole life,'* 
propriety teaches his reader to substitute successively for « txM^ether. 
. VI. JSverlcLsting for *< eternity." The only proper sense ofthe for- 
mer word is time teithout end; the latter denotes time witfiout begin- 
ning. 

Vll. Apparent, for ** certain," " manifest,*' is often equiTocal. By 
analogy, seeming is opposed to real; visible \o concealed. And hence» 
also, *' to make appear," for to prove, to evince, to show, is improper* 
A sophist may make a thing appear to be what it is not; but this is 
Tery different from showing what it is. , 

114. The idiotism, or the employing of an English word 
in a sense which it bears in some provincial dialect, in low 
and partial use, or which, perhaps, the corresponding word 
bears in some foreign tongue, but, unsupported by general 
use in our own language, belongs to the claBs of improprie- 
ties now under consideration. {Art, 102.) 

1. Impractiedble for " impassable,*' when applied to roads, is an ap* 
plication which suits the French, but not the English idiom. 

II. Decompound for " analyse." To decompound is *' to compound 
df materials already compounded :*' to analyse is to resolve a com- 
^und into its first principles. 

III. To arrive for ** happen." We arrive at a place, but mi^ortunes 
happen to man, 

IV . To hold should never be employed for " to use ^* nov to give 
into for " to adopt.'* 

Obs, Gallicisms, Latinisms, and vulgarisms, result from afiectation* 
pedantry, and ignorance. {Obs. Art, B6.) 

V. The Pleonasm, coupled with anioiguity, is the highest degree 
of idiomatical expression; as, " the general report is, that he should 
have said ;** for, ** that he said." What a man said, is often very differ- 
ent from what he should ha/ve said; hence the pleonasm ofthe auxil- 
iaries, '* should have," conveys also an ambiguity. 

Obs. These remarks on the idiotism, do not extend to sctHre and bur- 
lesque, (Obs. Art. 105.) in which a vulgar, or even what is called a 
cant expression, will sometimes be more emphatical than any proper, 
term whatever ; as in these lines of Pope : 

WhetlMr tlM ehanner fimierit or Mufkt it, 
If folly grows romantic, I mast p&iat it. 

VI. The deny9.^Yesfalseness,falsityf falsehood, from the rpot/a2se» 
ire often by mistake employed for one another, though in the best use 
they are evidently distinguished. 

lUus. 1. Falseness is properly used, in a moral sense, for want of 
veracity, and applied only to persons : ihe other two are atpplied only 
to thines. 

2. Falsity denotes that quality in the abstract, which may be defi- 
ned contrariety to truth, as an error arising in a demonstration from false 
premises in the pn^x)6ition. 

8. Falsehood is an untrue assertion. 

VII. JVegUgence is improperly used for " neglect." The former 
implies habit, uie latter denotes act. 

YIII. Conscience for " consciousness." The former denotes the 
fteulty, the latter a particular exertion. 
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IX. Sophism, for *' sophistry.** The former denotes tifalUieiouB or- 
gumentj the \zaeT fallaciovs reasoning. 

X. Remember, for " remind." We are reminded hy others : we re- 
member of ourselves. 

XI. Plenty, for ** plentiful." The latter is an adjective, the former 
a noun. The misapplication of either is a gross vulgarism. 

XII. Doctrines, for " precepts." The former are eredenda, which 
we are required to believe ; the latter, we are called on to obey, as 
rules of life. 

115. The vulgarism springs from an affectation of an 

easy, familiar, and careless manner of writing ; but it is an 

error to imagine, that the less pains one bestows upon style^ 

it must appear the more natural. 

Obs, 1. Ease is one thing, carelessness another; and the former is 
most commonly the result of the greatest care. It is like ease in mo- 
tion, which, though originally the etfect of discipline, when once it 
hath become habitual, has a more simple and more natural appearance, 
than is to be observed in any manner which untutored nature can pro- 
duce. 

But earn In writini^ floWi fVoni art, not ehanee ; 
As tboM move easieat who havo J«arnt to dance.* 

116. The love of novelty, and a fondness for variety, are 
the two sources whence flow those numerous inadvertencies 
with which the style of many writers is chargeable. {Art. 
78, nius.) 

Illus. 1. The ibrmer, when excessive, tends directly to misguide us, 
by making us disdain the beaten track, for no other reason but because 
it is the beaten track. The idea of vulgarity, in the imaginations of 
those who are affected with this principle, is connected with every 
thing that is conceived as customary. Th6 genuine issue of this ex- 
treme, is, not only improprieties, but even absurdities, and fustian and 
dombast 

2. The latter, to wit, a fondness for variety, produceth often the 
fame effect, though more indirectly. It begets an immoderate dread 
of becoming tedious, by repeating too frequently the same sound. In 
order to avoid this, a writer resolves, at any rate, to diversify his style, 
let it cost what it will. But this fancied excellence usually costs more 
than it is worth ; for to it, very often, propriety and perspicuity are 
both sacrificed. 

^ Obs. From these illustrations, we derive the following criteria .*— > 
' Crit. I. The mind is fatigued by the frequent recurrence of the same 
idea : that performance which grows dull as we advance, is charge- 
able with an excess of uniformity. 

Corol. If, therefore, there be a remarkable paucity of id^s, a diver- 
sity of words will not answer the purpose, or give to the work the a|^ 
pearaoee of variety. 

II. On the contrary, when an author is at great pains to vary hb 
expressions, and for this purpose ever deserts the common road, he 
will, to an intelligent reader, but the more expose his poverty, the more 

* Pope*j Imitatioiii. 
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he is solicitous to conceal it. You will discover this penury, when m 
author is always recurring to such words as custom hath appropriated 
to purposes different from tliose for which we use them. 

117. Impropriety in phrases is ascertained, when the 

expression, on being grammatically analysed^ is discovered 

to contain some inconsistency. I 

lUtLs. 1. Such is the phrase of all others, after the (superlative degree, 
which, when interpreted by the rules of English syntax, implies a 
thing different from itself; as it " celebrates me Church of England 
as the most perfect of a/i others.*** Properly, either — *•' as more per- 
fect than any other ;'* — or, ** as the most perfect of all churches.*' 

2. On this principle, Milton falls into an impropriety in these 
words : — 

------ Adam, 

The comeliest man of men «tnee ioru 

Hia sonsk The fairest of her daughUrs, Eve.f 

----- The loveliest pair 

That ever riitce in love's embraces vubt.X 

8. The general laws of the language, which constitute the most ex- 
tensive and important use, may be pleaded against these expressions. 
Now it is one principal method of purifying a language, to lay aside 
such idioms as are inconsistent with its radical principles and consti- 
tuent rules ; or as, when interpreted by such principles and rules, ex- 
hibit manifest nonsense. Nor does the least inconvenience result from 
this conduct, as we can be at no loss to find expressions of our mean- 
hig altogether as natural, and entirely unexceptionable. 

4. " Than the rest of our neighbours," is an impropriety which may 
be corrected by omitting the words in Italics. And when Swift, in hid 
voyage to Brobdignag, says, "I had like to have gotten one or two 
broken heads '" one unavoidably asks, " how many faesids he had on 
his body ?" That " once or twice" he had like to have get his head 
broken for his impertinence, one can easily conceive. 

6. One thing may be cut into two or more ; but it is inconceivable, 
that by cutting, two or more things should be made one. . We cannot 
thererore Bpe& of shortening discourse, " by cutting polysyllables 
into one."§ 

6. A wrong, wilfully committed, is no mistake. The words used in 
the following sentence, are therefore incompatible : — ^' I have not Vnl" 
fully committed tiie least mistake." || 

7. A pure limpid stream cannot also be foul with stains; therefiiftt 
the following lines. 

So the T^e limpid stream, when /imZ toiCJk JtaiM, 
Of rushing torrents and descending niins,ir 

involve in them an absurdity, rather than an impropriety. ^ 

8. When an author savs one thing and means another, his fault may 
be classed with impropriety in phrases; or it may come under the ar- 
ticle o( perspicuity. 
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9. It is an incongruity in the combination of words, to speak of - 
falling into a man's conversation;"** and to **faU into conversation 



* Swift's Apology for the Ta]»of a Tob. f Paradise Lort. | Ibid b. \r. 

$ « Voyage to LapuU." || Swift's *< Remarks ou the Barrier Treaty.** 

1 Addison's CaU». «* £fpecUtor» No. 49. 
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totfJk a man,"* is little better than the impropriety in another drew; 
for grammatical purity, the most essential of all Uie virtues of elocu- 
tion, would teach another construction. 

118. Precision is the last ingredient of perspicuity. 
Precision means, that all redundant phraseology shall, with- 
out hesitation, be expunged ; and that no more words and 
phrases, however pure and proper, shall be employed, than 
are necessary to convey the meaning. , 

Illus. The exact import of precision, maybe drawn from the etymol- 
ogy of the word. It comes irom " praecidere," to cut off: it imports 
retrenching all superfluities, and pruning the expression so as to ex* 
hibit neither more nqr less ^an an exact copy of his idea who uses it. 
It is oflen difficult to separate the quantities of style from the qualities 
of thought ; and it is found so in this instance ; for, in order to write 
with precision, though this be properly a quality of style, one must 
possess a very considerable degree of distinctness and accuracy in his 
manner of thinking. {Art, 74. Corol.) 

119. The words which a man uses to express his ideas 
may be faulty in three respects ; they may either not ex- 
press that idea which the author intends, but some other 
which only resembles, or is akin to it ; or, they may ex- 
press that idea, but not quite fully and comj^etely ; or, they 
may express it, together with something more than he in- 
tends. 

IllxM. 1. Precision stands opposed to all these three faults; but chief 
]y to the last. In an author s writing with propriety, his being free 
from the two former faults seems implied. The words which he uses 
are proper ; that is, they express that idea which he intends, and they 
Oxpress it fully; but to be precise, signifies that they express that 
idea, and no more. There is nothing in his words which introduces 
any foreign idea, any superfluous, unseasonable accessary, so as to 
mix it confusedly with the principal object, and thereby to render our 
conception of that object loose and indistinct. This requires a writer 
to have, himself, a very clear apprehension of the object he means to 
represent to us ; to have laid fast hold of it in his mind ; and never to 
waver in any one view he takes of it ; a perfection to which, indeed, 
few writers attain. 

2. The following examples possess all the ingredients now specified. 
'* Those who live in the world, and in good company, are quicksight- 
ed with regard to every defect or singularity in behaviour ; the slight- 
est irregularity in motion, in speech, or in dress, which, to. a peasant, 
would be invisible, escapes not their observatiop." — ^**Tbe very pop-, 
ulace in Athens, were critics in pronunciation, in language, and even 
in eloquence ; and in Rome at present, the most illiterate shop-keeper 
is a better judge of statues and of pictures, than many persons of re- 
fined education in London."! No word or phrase is wanting; no 
word or phrase is superfluous ; all are pure and dl are proper. 

* OemphelPi Phil, of Rhet. Vol. I. Book ii. Chap. Ui. _ 

t Lord Kaine'i Elsmenti of Griticiiau ^ 
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120. The use and importance of precision, may be dedu- 
ced from the nature of the human mind. It can never view, 
clearly and distinctly, above one object at a time. If it 
must look at two or three together, especially objects among 
which there is a resemblance or connexion, it finds itself 
confused and embarrassed. It cannot clearly perceive in 
what they agree, and in what they differ. 

Illus. Thus, were any object, suppose some animal, to be presented 
to roe of whose structure I wanted to form a distinct notion, I would 
desire all its trappings to be taken off. I would require it to be brought 
before me by itself, and to stand alone, that there might be nothing to 
distract my attention.' The same is the case with words. If, when 
you would inform me of your meaning, you also tell me more than 
what conveys it; if you join foreign circumstances to the principal 
object; if, by unnecessarily varying the expression, you shift the 
point of view, and make me see sometimes the object itself, and some- 
times another thing that is connected with it; you thereby oblige 
me to look on several objects at once, and I lose si^ht of the principaL 
You load the animal you are showing me, with so many trappings and 
collars, and bring so many of the same species before me, somewhat 
resembling, and yet somewhat differing, that I see none of them 
clearly.* 

121. This forms what is called a loose style; and is the 
proper opposite to precision. It generally arises from using 
a sui)erfluity of words. Feeble writers employ a multitude 
of words to make themselves understood, as they think^ 
more distinctly ; and they otily confound the reader. 

Illus, They are sensible of not having caught the precise expression, 
to convey what they would signify ; they do not, indeed, conceive 
their own meaning very precisely themselves ; and, therefore, help it 
out, as they can, by this and the other word, which may, as they sup- 
pose, supply the defect, and bring you somewhat nearer to their idea ; 
they are always going about it ^nd about it, but never just hit the 
thing. The image, as they set it before you, is always seen double; 
And no double image is distinct. When an author tells me of his 
heroes courage in the day of battle, the expression is precise, and I 
understand it fully. But if, from the desire of multiplying words, be 
roust needs praise his courage ?iii<\fartittule ; at the moment he joins 
these words together, my idea begins to waver. He means to express 
one quality more strongly ; but he is, in truth, expressing two. Cou- 
rage resists danger ; fortitude supports pain. The occasion of exert- 
ing each of these qualities is different; and being led to think of both 
together, when onlv one of them should be before me, my view is ren- 
dered unsteady, and my conception of the objects indistinct. 

Carol. From wnat has been said, it appears that an author may, in 
a qualified sense, be perspicuous, while yet he is far from being pre- 
cise. He uses proper words, and proper arrangement; he gives yoa 
the idea as clear as he conceives it himself; and so far he is perspic- 
uous ; but the ideas are not very clear in his own mind ; they ar« 

• Blair*! LacU on fiJiet. Vol. L 
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loose and general; and, therefore, cannot be expressed with precision. 
All subjects do not equally require precision. It is sufficient, on many 
occasions, that we have a general view of the meaning. The subject, 
perhaps, is of the known and familiar kind ; and we are in no hazard 
of mistaking the sense of the author, though every word which he uses 
be not precise and exact. 

122. Precision is frequently violated by the introduction • 
of supernumerary words and phrases, (lUus. 1, and 2.) ; but 
chiefly by the accumulation of those which are either nearly 
synonymous, or which, though not synonymous, include the 
signification of one another. (Art, 123.) 

Jllus, 1. " I should be glad to know what intervals of life such per- 
sons can possibly set apart for the improvement of thcic minds."* The 
adverb jpossib/j/ is superfluous, it suggests no meaning not implied iii 
the auxilijiry can^ which denotes all the power or capacity of an ag«nt. 

2. " The pleasures of imagination are more preferable than those of 
sense or intellect." f — " The very slightest singularity.**^ Mff^e is su- 
perfluous, when added to preferable, iud very is the same when added 
to slightest, Prrferable, and slightest, express every idea contained in 
more pr^erahle, and very slightest. These redundances are derived 
from conversation, the vulgarities and inaccuracies of which frequents 
ly insinuate themselves insensibly into our written language. 

123. The more frequent violations of precision, those 
indeed more difficult to be avoided and corrected, are of the 
second class, and appear when words or phrases are intro- 
duced, which have their meaning anticipated by the general 
sense, or by other words of the sentence. 

/Uiur. 1. Horace himself is not altogether unexceptionable. 

" Ctuod si me vatibiu Lyricis ioMiei, 
Sablimi feriam ■ idera vertice." 

The adjective sublimi^B perfectly agreeable in sound, nay, necessary 
to complete the versification, but it is superfluous in communicating 
^e sense ; because, after acquainting us that his head would strike 
the stars, the poet had no need to add that it would be raised very high. 

2. Addiaon begins the tragedy of Cato with a series of tautologies. 

** The dawn » oTvreait, the mominf low'n, 
And heavily in eloodi brion on the dar, 
The great, the important day, big wita the flite 
Of Cato and of Eome. " 

In the first two lines, the same sentiment is three times repeated in 
different words. " The dawn is overcast,*' means no more than ** the 
morning lowers,*' and both these phrases denote exactly the same 
sense with the line that follows, ** and heavily in clouds brings on the 
day.** Three synonymous woids appear in the third line ; <* ue great, 
tiie important day, big with the fitte,*' The author might as well have 
repeated any one of these words three times, had it not been for the 
Bake of the measure. 

S. What is farther remarkable, is, that this example points out one 
of the classical sources from which Addison derived many of the splen- 

•Swift. t Addifloo. t ^Blementsof Criticiim. 
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did sentiments of this work. Lucan introduces the day on which the 

battle of Ptiarsalia was fought in terms, which leave no room to doubt» 

that Addison had the description in his " mind's eye," when he began 

the tragedy of Cato. 

" Re^ntor oceano quam lex ^tema vocabat, 
Luctiticus Titan, nuiiqudui magis aetlieru contra 
Egit equos, curninique, pulo rapieiite, retorsit. 
Defectusque pati voluit, rapteeque labores 
Lucia } et attraxit nubes, nun pabula flaiumaB ; 
Scd ne Thessalico purua iuceret in orbe." 

It was unlucky that Addison could appropriate no circumstance of 
this magnificent description, but the one he has selected ; the dark- 
ness oi the morning, resulting from the quantity and thickness of the 
clouds, which induced him, perhaps, to dwell on it to excess. 

Ohs. 1. Cicero, in his orations to the people, seems to have been 
guided by the opinion, that full, flowuig, and copious diction, was most 
congruous to the taste, and best adapted to lead the resolutions, of a 
populai* audience ; but that it was less correct in itself, that it was un- 
suitable to the oratoiy of the senate, and that it was still more discord- 
ant with the style of his philosophical and critical works. 

2. His great master, Demosthenes, in addressing similar audiences, 
never had recourse to a similar expedient. He avoided redundances, 
as equivocal and feeble. He aimed only to make the deepest and most 
efficient impression ; and he employed for this purpose, the plainest, 
tbe fewest, and the most emphatic words. " Supernumerary words 
may swell a period, or captivate the ear, but they must diminish the 
effect upon the understanding or the heart."* (§^. v. 70.) 

lUus. 1. In support of these remarks, we shall select some passagen 
from the orations of Cicero against Catiline, addi^essed to the people. 

** Multi saepe bonores diis immortalibus, justi, habiti sunt, ac debiti ; 
Bed profecto justiores nunquam. Erepti enim ex crudelissimo ac mi- 
aerrimo intentu, et erepti sine caede, sine sanguine, sine exercitu, sine 
dimicatione, me uno, togato duce et imperatore, vicistis.'* 

The words, " caede, sanguine, exercitu, dimicatione," are not-eynon* 
ymous, yet do they virtuauly include the meaning of one another, and 
therefore multiply words, without impressing or extending the meaik- 
ing, without completing or embellishing the picture. 

Again. If there was no slaughter, it was unnecessary to add, that 
DO blood was shed ; and if there was no army, there could be neither 
slaughter, blood, nor fighting. He might as well have subjoined many 
other puerilities ; as ** without marchings without swords, without 
dust, without fatigue." Besides the quaintness of supposing himself a 
general " without an army»" expressed in the clause, " me uno, toga- 
to duce et imperatore," duce and imperatore are perfectly synonymous, 
and one of thera is therefore superfluous. ' 

2. *< Neque nos unquam, dum ilie in urbe hostis fuisset, tantis peri- 
culis rempublicam, tanta pace, tanto otio, tantO silentio, liberassemus." 
The words, ** otio, silentio, pace," like those specified in the preceding 
example, all imply the signification of one another ; they swell the pe- 
riod ; they detain the same idea in view ; but they convey no addition- 
al information. 

9. Tillotson is among the most remarkable of English writers of re* 
putation, for the profose use of synonymous terms ; as, for example^ 
the following. 

i*»ll I ■ I I J !■ 11 II 111 . I III 11 — —— .»^i».^ I I —I— 
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Acquiesce, and rest satisfied with." — *^ Upon the testimony and 
relation of others." — ** Governed and conducted." — ** Corruption and 
degeneracy."^** Embroiled and disordered." — " Wavering and un- 
settled." — " Apprehensions and fears." — <* Support and bear up." — 
*♦ Poiitive and peremptory." — ** Special and particular." 

4. Even some late authors of great eminence, will not, perhaps, be 
admitted to be altogether exem'^t from reprehension. ** I am certain 
and con6dent, that the account I have given is true."*-" Many ex- 
cursions, fortuitous apd unguided, have been made." — ^** A word is unfa- 
miliar by disuse, and unpleasant by unfamiliarity." 

in the first of these examples, the words, ** certain" and *< confi- 
dent;" in the second, " fortuitous" and ** unguided ;" and in the third, 
« disuse" and " unfamiliarity," will be held, by nice critics, to be either 
too nearly synonymous, or to include too much the meaning of one 
another, to permit, with propriety, their being placed in juxta-position in 
the same sentence. (Art. 113. § VJL) 

Scholia. 1. It is observed by barrow, that these accumulations of 
words may perhaps appear, in part, to result from the deficiency of 
language, which supplies not a pertinent word for every idea ; but they 
are much more the ofispring of indistinct apprehension in the authors. 
When our ideas are not clear, our expression savors of similar em- 
barrassment. As we do not perceive completely what we intend to 
communicate, we multiply r-ords, concluding, most erroneously, that 
the meaning is more fully and accurately expressed, and that the 
chance b greater of our being better understood. We do not attempt 
to remove the origin of the error — ^the obscurity of our thoughts ; we 
do not attend to this fact, that the deepest impression is made when no 
more words are employed than are necessary to convey the sense, and 
that every superfluous expression contributes to confound, not to en- 
lighten the understanding. " Obstat quicquid non adjuvat."* 

2. But a considerable number of wnrds, either synonymous, or near- 
ly so, in a language, is so far from being a blemish, or a cause of disor- 
der, that they are a source of much conveniency, and even of sohm 
pleasure. They enable us to infuse variety into style ; and to prevent 
the monotony which arises from the too frequent recurrence of the 
same sound. These changes of words, and modulation, cqpstitute the 
richness of a language, and the writer possesses important advantages, 
who finds his endeavours to improve his composition, seconded by th^ 
structure of the tongue which he employs. 

3. Yet the number of synonymous words is not so great in any lan- 
guage as is commonly supposed. Few people are at much pains to as- 
certain the meaning of the words they use ; or to inquire whether the 
sense which they affix to any word, is the most pertinent, or adopted 
by the most accurate judges. Even authors frequently assign their 
own meaning to their words, without inquiring scrupulously, whether 
it is the most classical, or the most proper. They generally infer, 
that the reader's opinion will coincide with their own, or that he will 
easily perceive the difference ; so that no ambiguity shall arise. 

4. For these reasons, synonymous words are supposed more numer> 
ous than they are, and much more so than nicety oi criticism will ad- 
mit. Authors, on one hand, are careless in the meanings which they 
affix to words. The critics, on the other, are refined, in establish- 
ing meanings which even accurate authors neither remember nor ap* 

« 

* Ctuinctilian. 
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ply. The labors of the critic may excite attention, and diminiA im* 
p-*oprieties ; but they cannot expect that practice will reatize, in any 
language, the nice distinctions, or refined varieties, which they may 
have endeavored to introduce. 

124. The instances which are given in the following illus- 
trations, may themselves be of use ; and they will serve to 
shew the necessity of attending, with care and strictness, to 
the exact import of words, if ever we would write with pro- 
priety or precision. 

/^' Illu8. I. Jiusterity, severity, rigor. Austerity relates to the manner 
of living; severity, of thinking ; rigor, of punishing. To austerity, ia 
opposed eflfeminacy; to severity, relaxation; to rigor, clemency. A 
hermit is austere in his life ; a casuist, severe in his application of re- 

\ ligion or law ; a judge, rigorous in his sentences. 

2. Custom, habit. Custom, respects the action ; l^abit, the actor. 
By custom, we mean the frequent repetition of the same act ; by habit, 
the eflTect which that repetition produces on the mind or body. By the 
custom of walking often in the streets, otie acquires a habit of idleness. 

8. Surprised, astonished, amazed, eor^ounded. I am surprised, with 
what is new or unexpected ; I am astonished, at what is vast or great; 
I am amazed, with what is incomprehensible ; I am confounded, by what 
is shocking or terrible. 

4. Desist, renounce, quit, leave off. Each of these words implies, 
/ some pursuit or object relinquished ; but from different motives. We 

desist, from the difficulty of accomplishing. We renounce, on account 
of the disagreeableness of the object, or pursuit. We quit, for the 
sake of some other thins which interests us more ; and we leave offj 
because we are weary oi the design. . A politician desists from his de- 
signs, when he finds they are impracticable ; he renounces the court* 
because he has been affronted by it ; he quits ambition for study or 
retirement; and leaves off his attendance on the great, as he becomes 
old and weary of it. 

5. Pride, vanity. Pride, makes us esteem ourselves ; vanity, makes 
us desire the esteem of others. It is just to say, as Dean Swift hat 
done, that a man is too proud to be vain. 

6. Haughtiness, disdain. Haughtiness, is founded on the high opin- 
ion we entertain of ourselves ; disdain, on the low opinion we have pf 
others. 

7. To distinguish, to separate. We distinguish, what we do not want 
to confound with another thing ; we separate, what we want to remove 
from it. Objects are distinguished from one another, by their qualities. 
They are separated, by the distance of time or place. 

8. To weary, to fatigue. The continuance of the same thing wearie* 
us ; labor fatigues us. I am weary with standing ; I am fatigued with 
walking. A suitor wearies us by his perseverance ; fatigues us by his 
importunity. 

9. To abhor, to detest. To abhor, imports, simply, strong dislike ; 
to detest, imports also, strong disapprobation. One abhors being m 
debt ; he detests treachery. 
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10. To invent^ to dUrwer, We invent tilings that are new ; we dit* 
e^er what was before hidden. Galileo invented the tele8G0|>e ; Har> 
▼ey discovejred the circulation of the blood. ^ 

11. Only, atone. Only, imports that there is no other of the lUM 
kind ; aloue, imports being accompanied by no other. An only childgj 
is one who has neither brother nor sister; a child a|one, is one who is 
left by itself. There is a difference, therefore, in precise language, 
betwixt these two phrases, '* virtue only makes us happy ;" and, " vir- 
tue alone makes us happy." Virtue only makes us happy, imports, 
that nothing else can do it. Virtue alone makes us happy, imports, 
that virtue, by itself, or unaccompanied with other advantages, is 
•affident to do it. (Corol. Art. 150.) 

12. Entire, complete. A thing is entire, by wanting none of its 

Karts ; complete, by wanting none of the appendages that belong to 
;. ' A man may have an entirp house to himself; and yet not have 
one complete apartment. 

13. Tranquillity, peace, calm. Tranquillity respects a situati(fn free 
from trouble, considered in itself; peace, the same situation with re- 
spect to any causes that might interrupt it; calm, with regard to a 
disturbed situation going betore, or following it. A good man enjoys 
tranquillity, in himself; peace, with others; and calm, after the 
storm. 

14. A difficulty, an obstacle. A difficulty, embarrasses ; an obstacle, 
stops us. We remove the one ; we surmount the other. Generally, 
the first expresses somewhat arising from the nature and circumstan- 
ces of the atfair; the second, sotiie what aiising from a foreign causew 
Philip found difficulty in managing the Athenians, from the nature of 
their diiipdUtions; but the eloquence of Demosthenes was the greatest 
obstacle to his designs. 

15. Wisd4>m, prudence. Wisdom, leads us to speak and act what is 
most propDr. Prudence, prevents our speaking or acting improperly. 
A wise man, employs the moit proper means tor s/iccess ; a prudent 
man, the safest means for not being brought into danger. 

18. Enough, sufficient. Enough, relates to the quantity which one 
wishes to have of any thing; sufficient, relates to the use that is to be 
made of it. Hence, enough, generally imports a greater quantitt 
than suUliiient does. The covetous man ne.ver has enough ; although .'* 
he has v/hat u sufficient for nature. (§ VII. p. 70.) 

17. To avow, to acknowledge, to confess. Each of these words im- ^ 
ports the affirmation of a fact, but in very different circumstances. To ' 
avow, sipposes the person to glory in it; to acknowledge, supposes a 
small {I. ',tee of faul iness, which the acknowledgment compcnjiates ; 

to confo 3 >, supposes a higher degree of crime. A patriot avows his 
oppo3ilion to a bad minister, and is applauded; a gentleman ac- 
knowledges his miitakc, and i ; forgiven ; a prisoner confesses the 
crime he ij accused of, and u punished. 

18. To remark, to observe. Wc remark, in the way of attention. In 
order to remember; we observe, in the way of examination, in order 
to judge. A traveller remarks the most striking objects he sees; a 
general observes all the motions of his enemy. (§ /. p. 69.) 

19. Equivocal, ambiguous. An equivocal expression is one which 
has one sense opsn, and designed to be imderstood ; uiiother sense 

8 



80 Qraumaiical Purity f S^c. 

ttmeealed, tnd understood only by the person who uses it. An aoi- 
biguous expression, is one which has apparently two senses, and leave* 
us at a loss which of them to give it. An equivocal expression, it 
used with an intention to deceive ; an ambiguous one, when it is used 
with design, is with an intention not to give full information. An 
honest man will never employ an equivocal expression ; a confused 
man may often utter ambiguous ones, without any design. I shall 
give only one instance more. {Art. 113.) 

20. Withy by. Both these particles express the connexion between 
fome instrument, or means of effecting an end, and the agent wha 
employs it ; but withy expresses a more close and immediate connex- 
ion ; iy a more remote one. We kill a man vnth a sword ; he died 
}fy violence. The criminal is bound with ropes by the executioner. 

The proper distinction in the use of these particles, is elenntly 
marked in a passage of Dr. Robertson*s History of Scotland. When 
one of the old Scottish kings was making an inquiry into the tenure 
ky which his nobles held Uieir lands, they started up, and drew their 
iwords : <* By these," said they, *< we acquired our lands, and with 
these we will defend them." — ^* By these we acquired our lands," sig- 
nifies the more remote means of acquisition by forqe and martial 
deed ; and, *' with these we will defend them," signifies the immediate 
direct instrument, the sword, which they would employ in their de- 
fence. (§ Fi//.i>. 70.) 

Obs, These are, lastanees of words in our language, which, by can* 
leas writers, are apt to be employed as perfectly synonymous, and yet 
are not so. Their significations approach, but are not precisely the 
•ame. The more the distinction in the meaning of such words is 
weighed, and attended to, the more clearly and forcibly shall we 
•peidc or write.* 

^— .- » I H I I II III ■ I III I I ■ I II I 

* The Abbe Gifard'li Srnonymes Francoises, contains a large collection of such a|H 
auent s^nonynMs in the fanguace. The Abbe shows, with oioch accuracy, the dtf> 
wr^noe in their signification. Nothing would contribute more to orecise and elegant 
writing, than attention to the force of words, and to the several distinctions betwSiEl 
accouutsd sjnoojmous in our own language. 
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CHAPTER L 

OF THE NATURE OF SENTENCES AND PERIODS. 

125. HITHERTO we have investigated the nature of 
words detached and unconnected, in the same manner as 
an architect selects and prepares the materials of an ed^ 
fice. We are n^w, like the same artisi, to delineate tht 
plan of execution, or to point out the most proper conjunct 
tion and adaptation of the materials to accomplish the end 
in view. 

Ob8» As the hest materials for building will not form a convenient 
and elegant habitation, unless they are adjusted on a proper plan, S9 
^e purest and best chosen words will not constitute a perspicuous and 
beautiful sentence, unless tbey are properly arranged. But before wt 
lake up this branch of the subject, it is requisite to premise some ob* 
■errations on the nature of sentences and periods, and to unfold the 
principles which should regulate their composition. (§ IX, Cor. jp. ^.) 

126. The terms sentence and period are nearly sjnonj* 
mous, both denoting the quality of words or members conn 
prehended between two full points, in writing or printing ; 
and conveying a complete sense of themselves, independent 
of the words that either precede or follow them. (liius. 3. 
Art. 130. and 139.) 

JUus. 1. Both the sentence and the period may consist of subdivi- 
flions, clauses, or members ; which are commonly separated from one 
another; those more closely connected, by commas, those more 
•lightly, by semicolons. 

2. In every sentence or period, there must be an agent, an action* 
and a subject oii which the agent operates ; that is,'in me language of 
grammarians, there must be a nominative, a verb, and an accusative ; 
as, ** Caesar amavit Juliam," " Alexander conquered Darius ;" unlest 
the verb be of the class called instranntive, which requires no subjeet 
to act upon, the action being exhausted on the agent; as, *' Cicero de* 
claimed.*' 
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127. If there be two classes of agents, actions, and sub» 
jects in the sentence, one class depending on the other, the 
sentence will consist of two members^ which are commonlj 
separated from one another l3y a comma, {lllus. 3. Art, 
130. and 137.) 

Jllus. 1. '* If Julius Caesar had employed as much policy and cruel* 
^' as Augustus, he might have prevented the conspiracy formed against 
his life." 

, 128. If there be three classes of agents^ actions, and sub- 
jects, the sentence will consbt of three members, separated 
by semicolons. 

Xllus. ** If Julius Csesar had employed as much policy and cruelty 
«s Augustus ; if he had proscribed every suspicious person under his 

fovernment ; he might have prevented the conspiracy formed againsi 
is life." 

129. If there be four classes of agents, actions, and sub- 
jects, the sentence will consist of four members, separated 
by semicolons. 

Ulus. " If Julius Cssar had employed as much cruelty and policy 
as Augustus-; if he had proscribed every suspicious person under his 

fovernment ; he niight have prevented the conspiracy formed against 
is life ; and he might have lived, like that Emperor, to old age, flat- 
tered, obeyed, and adored by the Roman people." 

CoroL Hence it is apparent, that though the presence of an agent, 
ftn action, and a subject, be requisite to constitute a member, yet they 
4o not prohibit the attendance of explanatory words, particularly of 
adjectives or participles, which denote some quality or property of the 
agent or th6 subject. Accordingly, in the last member of the last 
example, *^ he might have lived, like that Emperor, to old age, flatter- 
ed, obeyed, and adored by the Roman people ;*^ the participles flat" 
tered, obeyed^ adored^ encroach not on the unity of the member, but 
tend merely to modify or illustrate its principal parts. {See lUvjf, 2. 
Jrt. 119.) 

130. When a sentence contains one ^^ember only, it is 
called simple; when it contains 9K»e' mepibers than one. 
It is called coinplex ; wh^n it contains three, four, or more 
members, it generally takes the name oi period, {Art, 139.) 

IllvA, 1. The ancient rhetoricians applied the name of period to all 
complex sentences, consisting of two or more members, but most fre- 
quently to those of four members. *''• Habet," says Quiactilian, *^ pe- 
nodus membra minimum duo. Medius numerus videtur quatuor, sed 
recipit frequenter et plura." 

' 2. To the period, according to Ciceco, were given the diflferent 
names of ambitus^ etrcuitiis, eompreheruio, continuation circumscription 
which seem all to have been derived from the Greek appellation, 

8. To simple sentences were given the names of commatOt articuH, 
incise; the same names by whidb were denoted the members of peri* 
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ISl. SiMPLK BsirrBiicBii tie beal aduiled to eipn«i Um 
controTeraial and rqirelieiiMf>e |Mrts of an oration. TImi 
period is adapted to the more niendid and pathetie partly 
particularly the introduction and the peroration. 

133. A sentence is the smaflest quantity of words whieh 
can express one entire proposition ; that is, which can et« 
hihit an agent as performing some action, or which can eon* 
itj the affirmation of some truth. (iZhci. 3. Art. 130.) 

lUiM. If, for example, tlie Terb be iatnuuAtiTe, and be preceded by 
Itt BominatiTe, a pn^MMltkNi will be expreised and a fentenee will ha 
Ibrmed ; because an agent will be represented ai performing an a*- 
tion, and a complete meaninx will be communicated. ** The sua li* 
•ee;'* *• the morning lowen \^ " I eat, drink, walk,'* &c. 

133. But if the verb be transitive,, the nominative and 
the verb will not form a sentence, a proposition, or a corn* 
plete sense ; because a subject will be wanting, on which 
the action must be exerted. 

lUm. 1. Thus the words, Cato killed, Cicero baiushed, exhibit In- 
efficient actions, and incomplete senses. They leave Uie mind totally 
in suspense, till the subjects are subjoined on which the actions, kiUe<C 
and banished, are exerted. 

2. But if we say, Cato killed himself, Cicero banished Catiline, wa 
present entire sentences, and communicate knowledge and informa-. 
lion. 

8. Again, if I assert, '* that the three angles of a triangle are equal 
to,** I exhibit an incomplete proposition, or an imperfect affirmation. 
till I add the words, ** two right angles,** which furnish an entire af* 
firmation, and a perfect proposition. 

Corol. Hence it appears that the essence of a sentence is, to convey 
one proposition, and one only ; that it generally contains an agen^ 
an action, and a subject, and miut contain an agent, and an acti(m. 
This constitutes what is called the unity of a sentence. {^rL 149.) 

134. In constructing complex sentences, which con* 
sist of different classes of agents, actions, and subjects, the 
unity will be preserved, and only one proposition^ with all 
its circumstances, will be expressed, if such sentences, how* 
ever complex, be properly composed. To accomplish this 
end, the different members of a simple sentence, or the di^ 
ferent classes of agents, actions, and subjects, so depend on 
one another, that the sense is not fully communicated, till 
they are all properly arranged and conjoined. {Art 133. 
Bbis. 3. ) 

lUtu, 1. The following member, for instance, <* If virtue. cfmstitutM 
the supreme good," conveys no complete sense, and the hearer con« 
tfnues in suspense, till it is added, ** all wise men wUl prefer tt ts 
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two classes of agents, actions, and- subjects, bi|^, c(>i)taioi o»ly.*one "foil 
nieaning, or one proposition. 

• 2. Af|^in,« If virtue constitutes .(he "^ufereme good ; if it dari tomr 

imunicate the Rost sufosttttiE^I comfort ^pid, support;" etill these £Wo 

pembecs leave the seifse im|»erfeet« m^ |be mi^d beeltates, till It Is 

^addedf <* all wise • men..will prefer it ^fver^ other ^yisition;'' Ubb 

completes both the pVopo^tioq and the mining. ' . ' , 

«* ■ The kiconchisive fi^jinbers'jtfiy ^^*RrtJier augmented : « If vir- 
tue coastitutes the dupreiAe'^Mb<^] 'iri{ dMl (communicate the Most 
.substantial comlbrtand support t if it oan-p^cvre the spprebatioo of 
aH good men in this world, and the. favour of heaven hereafter ;" still 
the Sense is incomplete, till the' efficient member is subjoined," aJl wise 
jwen will prefer it to every oth^r* acquisition v" which produce* an en- 
.0re proposition, fully satisfies the mind, and praqerves the unity of thK> 
period.. (CoroL ^rt IdB.) vr. 

Corol, From these observations it is apparent^ that the unity of a 
sentence is not impaired by its length, and that"])! will naturally be 
longer or shorter as the leading agent or mein}>er is attended with 
more or fewer dependent or explanatory agents, or members. No 
more members' liiust ever be Jtccumulated than tifk^ consistent with 
unity and perspicuity ; but neither should the okeanin^ nor the cadence 
be interrupted by a frequent recurrence of abrupt seo^^ uces of one or 
two members. The sense is the main regulating principle of the 
length ; the sound is only a secondary consideration ; ifj however, the 
Ibrraer be preserved, the latter may be'fcofiisulted, by a Variety of mod- 
,tilation as great as possible. (Scholium, Mr. 338.) - ''* 

135. Short sep^tences impart animation •aod energy to 
'i^Ie. They are contrasts to periods, they are simple and 
perspicuous, and the ideas which they convey are usually 
nvely, ;;fprcible, or dignified. They are also employed 
chiefly to ; deliver maxims of wisdom and sublime senti- 
ments, which, supported by their natural importance and 

elevation, spurn thfe pomp and ornaments of language. (Art, 
142 "i ..,.!. 

Obs, The intermediate sentences of two or three members particK 
pate the vivacity of short sentences, or the. fpi^ce and cadence of peri- 
ods, according as they approach nearer to tTre one or the other. Their 
hnsiness is to convey the greater part of the 'sentiments which occUf 
hi the course of a long work, and which can be'tii^ftlier very lively nof 
very forcible. 

!I36. -iAU- complex sentences are not equally connected; 
nor are their members equally dependent on one another. 
The members are ofleii conjoined by a simple copulation, 
tnd the relation, in respect of meaning, amounts to^ little 
snore than) juxta-positidn: » They contain different views of 
the same thought ; or the succeeding members explain, il« 
hMtrate^ extend, or restrict the. preceding. (Art, 134.) 

^'^i]jijM[,jl^lp^ fol]pyfuis example will elucidate these remarlu. ^vEfei*! 
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tj doe is«i.soBMs«iiMilrormuter 6f 4li^ aH wWcli 1» j^Mi^lly ^Sklm* 
guiske^ l>iMh« «aiiie of physiognomy, and naturally -wnils to himself 
the cbatacttiNir fortune of a stranger,, from the features and 4)neamenli 
of his iiute.'** £xpunge the copulative, resume die^eaat #very orie» 
%nd tustf^coteplete s^teaeMtjwfU^Appear $ m IooM is thei'oonneKion, 
(See Art. 121,) * .lim kIMhiih: «t. ,.•>••> m*..: ''i % 

187.; Sentences, ' Usq,\|Y^i^^i;|pftf^^^^^ 
fOBJuRGtigns, seldom adra>t|iiier» than twosHMOibeiv. (See 

Art. 127.) .;;.•*•'"*.*•"*:.: ' 

Example. " As the fec^rets of the Ugj(y.€lub. wj^i^Xj^o/j^.to th% 

fublic, that men might ^eg|Uiere were s^o}^ poble^apirits if).tj^ world, 
rho were not dlspIeai&o^Y^H'^^^®'^^^^^^^ ^P^^ considerations, they had 
no choice in ; so (h9..J3|j^jfpurse concerning idols tenlied to lessen tha 
value which people puEuifon themselves for personal accomplishments^ 
and gifld of nature."t ;*T^e reader need not be told, that the conjunc* 
tions here are, as and w^ * *.,.,., 

138. The full perijod o( several inembers possesses 
most dignity and mbdbfsftidii', and conteys also the greatest 
degree of force, by '^djjnitting the clgj^g^t compression of 
thought. The memberft, arQj giBneKallynConditional, and do* 
note supposition - or contrast. ' » j '^ ' (<>i < j 

Illus. I. By supposition is understood, that the preceding members, 
furnish a foundation, on which the conclusion is built; or that they 
operate as a climax, by which it is raised to the highest elevation. 

2. By contrast is understood, that the preceding members are oppo- 
sed to the concluding member, which, notwithstanding, possesses such 
energy, that the contrast takes place with irresistible e^ct. 

3. If, besides, such periods are properly constructed ; if the mem- 
bers are so formed, as to swell one above another in sound, as well as. 
ifl sentiihent ; the impression will become so exceedingly powerful, aA^ 
not to escape the most iDattsutiffe observer. 

Example 1. Cicero supplies a beautiful period of the former species, 
in h^s oration for the Manilian law. J " Quare cum et helium ita neces- 
sarium sit, ut neglegi non possit ;' ita magnum, ut accuratissime sit 
administi^ndum ; etcum si impefia^bV^^m priefieere possitis, in quorit 
eximia belli scientia, singularis virtus; lelasissiina atuctoritas, egreri» 
fortuna; dubitabitis, Quintcs, quin hoc. tai;i^t^in^bpni, quod vobis a diia 
immortalib^s. oblatum et datum est, in ren^ublicam conservandam 
atque amplificandain conferatis." r- 

lUiLs. The members present a"llriking gradation in the sentiment. 
The war is absolutely necessary, and of great magnitude ; Pompey is 
the greatest, tfie bravest, the most successful general ; he must there- 
fore be preferr^e^tJo secure the favour of the gods, and the safety of 
the empire.^o Aii. analogous elevation is discernible in the sound. The 
members rise above one another, both in length and modulation. The 
pleasure .of the ear powerfully concurs to recommend and impress tha 
sense. .• ...... , .-.«. .•»-?-. ..>. . .. o . ' '»;•.- 

Exampi42. ^XiQ subseqjuent period will supply an ftxptfti^e of th» , 
latter species. "Though the people should riot, and project>'iMiur" 

. .....-■■■M III ■ f f .1 , lll.ll 1-^1— — I I ■■ - 
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MtHon; tktvgli Hm tfnM AauU rtft, iad tkfMlMi d itt w i ethm ; 
#M«gjb the Irarrieuie ilioiild lay apea dM Ml of tM tM, tad th* 
Mrtiiqatk* diMiM tear tiM clobe in piecef : tiMNtgh tiM ilwv tliould 
fUl imi ttiair fpherei, and £« frame of nature mkniM be diMolred ; 
y«t» eeeerdiair to Horace, Tirtiie wi|i prolaot her velarlee, and the 
good man win remain tranquil amid the ruiai of the world.** 

iUtff. A limilar mdation ii perceptible, ae in the preceding !•• 
itan^. The memben increaie both in extent and cadence. The 
riling aeries of eontraata convey InexpreiBible dignity and energy tt 
the concluiion. 

SehoHum. The proper union of aenteneea , alao, ia a matter of ceo* 
iiderable importance to the effect of a composition. It seems, ind^»\ 
to be difficult, if not impracticable, to assign any rules relative to Ui« 
proper intermixture of sentences expressive of strong, or even of moder* 
ate passion, as feelings on such occasions supersede all the dictates of 
theory, and the considerations of sound. (Itiui, Art. 78.) But iii 
^rave and extended compositions, where the chief aim of the author 
IS to instruct and amuse, the practice best supported by reason and 
experience, is, to intermix short, long, and intermediate sentences, in 
such a manner as to introduce as great variety as possible of caden- 
ces. Great care, however, must be taken to conceal all attention to 
art. If it become apparent, it disgusts the reader, and generally loses 
its effect. The species of sentence preferred by the wnter should al* 
ways seem to be the most proper and. natural he could have employ- 
ed. Its length should be determined always by the sense, never by 
the punctuation. {IUu$. CoroL and Art. 147.) 



CHAPTER II. 

#r THE ERRORS TO BE AVOIDED IN THE STRUCTURE OT 
SENTENCES, AND THE ARRANGEMENT OF SINGLE WORDS. 

139. WE derive little light from the' names, amhitui^ 

circuituSf comprehension circumscription employed by Cicero, 

and approved by Quinctilian, as definitions of a period.— » 

These names are jnanifestly derived from the Greek term 

^sflaSog ; and th^ Latin critics have not ventured to proceed 

farther t^an their masters. {Illus, 2. Art. 130.) 

Ob$, Without having recourse to the meaning of a period » or the 
species of dependence that subsists among its members, to explain its 
nature, they have been satisfied with some indefinite speculations 
about its length, and the artificial measure in which it ought to be 
composed. They tell us, it should seldom exceed the lengtn of four 
hexameter verses, or require more time to pronounce it uim is re- 
quisite for one complete respiration of a full-grown man.* But the 
practice of the most perfect orators of antiquity frequently transgrei 
these rules. 
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140. If two or more leading thoughts or ageats, which 
hare no natural relation to one another, nor any depen-' 
donee on one another, and which concur not in pointing 
toward any one object, are introduced into a sentence, they 
will destroy its unity. This is a firequeat and gross error- 
in the structure of sentences.x 

Example. " As much as the fertil^e mould is fitted to the treel as 
niluch as the stiong and upright trunk of the oak or elm is fitted to me 
twining) branches of the vine or ivy,| so much are the very leaves, 
the seecR, and the fruit's of these trees fitted, to the various animals' i 
these again, to one another, and to the elements where they. live, ana> 
to which they are as appendices, in a manner, fitted and joined ; as 
cither by wings for the air, fins for the wj<ter, feet for the earth, and 
by other £orrespe<ident inward parts, of more curious frame and 
texture."* . , 

Illus. Thi? long and involved period presents two agents;^ trees lead 
the first member, animals the second and the third. ^U should, there- 
fore, it seems, be divided into two, or, perhaps, three sentences, with 
the proper agents prefixed. In thi) view, the first member may 
remain as it is, but the second and third members will assume the 
following appeaiance. "Animah, again, arc fitted to one another, 
and to the elements where they live, and to which they are as appen- 
dices. They arc adapted by wings for the air, fins for the water, feet 
for the earth, and by other correspondent inward parts, of more cu- 
rious frame and texture." 

141. Errors are frequently committed in the extent of 

periods, which are sometimes swelled to too great length; 

at other times formed too short or abrupt. 

05$. A long period, perfectly clear and well constructed, is alwayt 
beautiful and pleasant, if it be not so prolonged as to exhaust the 
patience and attention of the reader. But it is extremely difficult to 
compose such periods; and, for tliis reason, a great many of them are 
ungraceful and obscure. 

142. It is, perhaps^ more necessary, at present, to remon- 
strate against a deviation to the opposite extreme. The 
style of many of our present writers is too short and abrupt, 
{Art 135.) 

JUu3. An affectatipn of sprightUness, or of oracnlar wisdoin, si^ems 
to have infected some of our authors, and to have tepnpted th«m pn 
employ that laconic diction, which is very current with our neigh- 
bours, the French, and which Is generally supposed most correspon- 
dent to this species of composition. The appearance of such a style, 
is, however, no symptom oi the general corruption of the public taste 
|ind ear. But when we recollect the progress and revolutions of 
literature, both in Athens aqd Rome, we cannot be too quick-sighted 
in apprehending danger. The manner of the authprs who succeeded 
the most flourishing ara of the Grecian eloquence, undoubtedly dis- 
played the strongest attachment to this mode of style ^ and many of 
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the most conspieuous writers of Rome, posterior to the Aug^tan agOi 
furnish examples of the same kind of composition. 

143. The arrangement of the agent, the action, and 
the SUBJECT, the chief ingredients in all members, senten* 
ces, and periods, is almost invariable. The agent appears 
Jirstf the action succeeds, and the subject, if there be one, 
takes its station last. 

Ilfus. If the agent or the subject be modified or illustrated by ad- 
jectives, or the action be extended or restricted by adverbs, tho 
dependent words assume their stations in juxta- position to their prin- 
cipals, the adjectives to their substantives, and the adverbs to their 
verbs. The adjective is placed before its correspondent substantive, 
when it has no circumstance depending on it; but it is situated after 
its substantive when it is followed by some modification. *^ A wise 
man." ** A good book." " A spacious apartment." But we say, " A 
man wise for liimself." " A book good for amusement." . " An apart- 
ment convenient for company." Adverbs generally /oZ/(;to neuter, 
but precede active verbs. " Cxsar fought bravely." " Pompcy rashly 
engaged him at Pharsalia." Our adjectives have no inflexions, and 
therefore can be arranged only on the principle of juxta-position. 
(§/Ajp. 67.) 

144 Though in every member of a sentence, there must 
be an agent, an action, and a subject, unless the action be 
intransitive ; there are to be found in many members two, 
in some three , classes of agents, actions, and subjects, that 
explain, restrict, or otherwise depend on the primary class, 
by which the member is discriminated. 

Example. " It is usual," says Addison;* ** for a man who loves 
eodntry-sports, to preserve the game on his own grounds, and divert 
himself on the grounds of his neighbours. My friend Sir Roger 
generally goes two Or three miles from his own house, and gets mto 
thfr frontiers of his estate before he beats about for a hare or a par- 
trtdse, on purpose to spare his own fields, where he is always sure of 
findmg diversion, when the worst comes to the worst." 

Jllus, In the former of these sentences, there is one class only of 
agents, actions, and subjects, ^* A man who loves country-sports ;" 
but there are no fewer than three such classes, in the first clause of 
the latter sentence : ^* Sir lioger generally goes two or three miles ; 
he gets into the frontiers of nis estate, before he beats about for « 
hare or a partridge." Theje dependent classes, like dependent words, 
Adjectives., and adverbs, are arranged on the principle of juxta-posi- 
tion, as near to the primary class as is consistent with the Intimacy of 
their relation. {Illtts, Art, 143.) 

145. Of the arrangement of the other parts of speech, 
pronouns, participles, prepositions and conjunctions, no 
directions can be given, that will not be liable to many ex- 
ceptions. The following principles seem to include every 

/■ 
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Ibuig which can, with any confidence, be advanced on the 

subject. 

, lUus. 1. Pronouns have no other use in lan^age, but to represent 
nouns ; and, of course, they are commonly called to occupy the sta- 
tions of the nouns they represent. They should, therefore, he mar- 
shalled agreeably to the stations in which their principals would ap- 
pear. (§ VI. p. 68, and Art, 71.) % 

2. The chiei office of prepositions is, to denote the relations of sub- 
stantives to one another; they are, therefore, placed generally be- 
tween the related objects, immediately before the one that bears the 
relation, and as near as possible to the other, to which the relation is 
borne. "A man of virtue." " Success to industry." ** Genius with 
judgment." 

3. Participles, in general, assume the situation of adjectives, of the 
nature of .which they very much partake ; but they are also employed 
frequently to introduce clauses dependent on preceding verbs. " A 
loving father." " A learned man." " He passed through life, adored 
by his friends, and respected by all good men." (Jllus. 2. Art, 69.) 

4. Conjunctions are often introduced to connect single substantives, 
but more commonly to conjoin clauses of sentences. From their na- 
ture they require a situation between the things of which they form a 
union. (Art. 72.) 

6. The interjection, finally. In a grammatical sense, is totally un- 
connected with every other word in a sentence. Its arrangement, of 
course, is altogether arbitrary, and cannot admit of any theory .r— 
{Art, 73.) 

6. If two adverbs attend upon a single vei^, one significant of place 
or time, the other of some modification of the verb, the former is gen- 
erally Situated before the verb, the latter, more intimately connected 
with the verb, is placed immediately €^er it, to the exclusion even of 
the subject, when some circumstance depends upon the subject. " Cae- 
sar often reprehended severely the ingratitude of his enemies." " He 
every where declared publicly his inclination to preserve the constitu- 
tion of his country." (Art. 70.) 

7. If one auxiliary attend a verb, along with one adverb, the adverb 
is generally placed between the auxiliary and the verb. " Folly has 
always exposed her author." " Wealth may often make friends, but 
can never produce true peace of mind." 

8. If there be two auxiliaries, the adverb is commonly situated be- 
tween them. " He should certainly have come." " He might easily 
have known." In passive sentences, however, the adverb is placed 
after both the auxiliaries ; as, " He will be uncommonly agitated." "I 
shall be completely ruined." (Art. 70. Jllus. 5.) 

9. If there be three auxiliaries, when the sentence must again be 
pasiive, the adverb is placed after them all. " I might have been bet- 
ter informed.'* " He might have been completely educated in that 
branch of science." ** It should have been well authenticated." 

10. If two adverbs, with two auxiliaries, attend upon the same verb, 
(he adverbs will be intermixed with the auxiliaries. " I have always 
been much embarrassed by these inconveniences." " He can ^ever 
be sincerely disposed to prbmote peace." " He might at least have 
plainly told him."^ 

11. In the arrangement of two or more prepositions, the relation of 
ocmcomitance seems to be the mo9t intimate, and, therefore, takes th« 
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precedency of all others. " He went witi^ faim to France ; he came 
with him from Rome ; he lived with him at Naples, and fought with 
him in Flanders ; he contended with hiifi for fame, but fought with 
him against his enemies." The relation denoted by from, precedes 
that signified by to. ** He came from Rome to Paris, and from Paris 
to London." " From a beginning very unpromising, he rose to great 
Influence and wealth." " Society proceeds from barbarity to refine- 
ment, from ignorance to kno\fledge, from wealth to corruption, and 
from corruption to ruin." 

Scholium. These principles are supported by (he practice of our 
purest writers. It is our duty, therefore, to form our style on the 
most correct models before us, if we would avoid that fluctuating and 
iinsettled imitation which is observable, when the ear is our chief guide, 
and its dictates are always variable, not seldom whimsical. In ^ mat* 
ter of so much consequence, we may, it seems, follow with most confi- 
dence the example of the best writers and speakers, explained and sup« 
ported by the analogies of grammar and of perspicuity^ {^rt. 80.) 



CHAPTER III. 

ON THE STRUCTURE OF SENTENCES. 

146. THOUGH perspicuity be the general head undier 
which we are at present considering language, we shall not 
confine ourselves to this quality alone, in sentences, but in- 
quire, also, what is requisite for their grctce and beauty, 

Obs. Aristotle defines a sentence to be a form of speech which hath 
a beginning and an end within itself, and is of such a length as to bo 
easily comprehended at once.* This, however, admits of a great lati- 
tude. For a sentence, or period, consists always of component parts, 
which are called its members ; and as these members may be either 
few or many, and may be connected in several different ways, the 
same thought, or mental proposition, may often be either brought into 
one sentence, or split into two or three, without the material breach of 
any rule. (^rt. 141. and 142.) 

1^7. The first variety that occurs in the consideration of 
sentences is, the distinction of long and short ones. The 
precise length of sentences, as to the number of words, or 
the number of members, which may enter into them, can- 
not be ascertained by any definite measure. At the same 
time, it is obvious, that there may be an extreme on either 
side. 

Illus, Sentences, immoderately long, and consisting of too many 
members, always transgress some one or other of the rules which are 
necessary to be observed in every good sentence. In discourses that 

^Miftitg ix^oa ctQ/iiv xai ibXsvtijv xa-9.* avTijr, xat fisyt-^os ivavro7tro9. 
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ire^to be spoken, regard must be had to the easiness of proniinciatioD, 
which is not consistent with too long periods. In compositions whertt 
pronunciation has no place, still, however, by using long periods toe 
irequ^nlly, an author overloads and fatigues the reader's attention. 
For long periods require, evidently, more attention than short ones, in 
order to perceive clearly the connexion of the several parts, and to 
take in the whole at one view. At the same time, in too man^ short 
sentences, also, there may be an excess, by which the sense is split 
and bi-oken, the connexion of thought weakened, and the memory bur- 
dened, by presenting to it a long succession of minute objects. (O&s. 
2. Art. 148.) 

C&rol. According to the nature of the composition, therefore, and 
the f^oneral character it ought to bear, the one or other may be pre- 
dominant. But, in almost every kind of composition, the great rule is 
to intermix them. For the attention tires of either of them when too 
long continued : whereas, it is gratified by a proper mixture of long 
and short periods, in which a certain sprightliness is joined with majes- 
ty of style. " It is not proper always to employ a continued train, and 
ft sort of regular compass of phrases; but style ought to be qflen broken 
4own into smaller members."* 

143. This variety is of so great consequence^ that it must 
be studied, not only in the succession of long and short sen- 
tiences, but in the structure of either species of these sen- 
tences. 

Jllv^. 1. A train of sentences, constructed in the same manner, and 
with ths same number of members, whether long or short, should nev- 
er be allowed to succeed one another. However musical each of them 
may be to a reader, it has ^ better efiect to introduce even a disoord, 
than to cloy, the ear with a repetition of similar sounds : for nothing is 
•o tiresome as perpetual uniformity. {Art. 116. Illus, 1, 2. Crit, I, 
and IT.) * 

149. The properties roost essential to a perfect sentence 
seem to be the four following: 1. Clearness and precision. 
5. Uuity. 3. Strength. 4. Harmony. Each of these we 
shall illustrate separately, and at some length. 

Illus, The least failure in clearness and precision, which wc conslfU 
er th3 first essential properties to a perfect sentence, the least (les;ree 
of ambiguity, which leaves the mind in any sort of suspense as to»the 
meaning, ought to be avoided with the greatest care ; nor is it so easy 
a matter to keep always clear of this, as one might, at first, imagine* 
Precision has already been considered; we shall here consider>rrfbi- 

giity as it arises either from a wrong choice of words, or a wj^fng col- 
cation of them. In Chapter IV. this subject will be bantlled in its 
most extensive signification. 

Corol. Hence a capital rule in the arrangement of sentences is, that 
the words or members most nearly related should be placed in the sen- 
tence as near to each other as possible ; so as to make their mutual re- 
lation clearly appear. This is a rule not always observed as strictly as 
ft ought to be, even by good writers. It will be necessary to pix>du/ce 

*"Non semper utendum est perpetuitate, et quasi coavsnione verborum ; sed 
carpenda membris minutioribus oratio est.** Cktn 
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wome inftances, which will both shew the importajftce of this nile, umI 
aiake the application of it understood. {Art, 121.) 

150. First, Id the position of adverbsr, which are used tQ 

Qualify the signification of something that either precedes or 
>llows them, there is often a good deal of nicety. (Art4 
Idl. and IUu$,) 

lOvs, *' The Romans understood Uberty, at least, as well as we.*'* 
These words are capable of two different senses, according as the em* 
phasis, in reading them, hi laid upon liberty, or upon at least. In th# 
first case, they will signify^ that whatever other things we may under- 
•tand better than the Romans* liberty , at least, was one thing whicli 
they understood as well as we. In the second case, they will import, 
that liberty was understood at least as well by them as by us ; mean^ 
ing, that by them it was better understood. If this last, as I make n^ 
doubt, was Dean Swift's own meaning, the ambiguity would have bee^ 
avoided, and the sense rendered independent of t^e manner of pnn 
Bouncing, by arranging the words thus: "The Romans. understood 
liberty, as well, at least, as we." (Art. 70. lUus, 5.) 

Corol. With respect, then, to such adverbs as only, tvhotty, at leasts 
and the rest of that tribe, which we use ia common discourse, the (one 
aad emphasis with which we pronounce them generally serve to shoit 
their reference, and to m^ke their meaning clear; and hence we ac« 

2uire a habit of throwing them in loosely in the course of a period, 
lut, in writing, where a man speaks to the eye, and not to the ear, he 
Might to be more accurate ; anid so to connect tiuise adverbs with the 
W;ord8 which they qualify, as to put his meaning out of doubt upon tl^ 
first in-ipecaon. (lUus, 11. Art, 124.) 

151. Secondly, When a circumstance is interposed in thu 
^fiiddle of a sentence, it sometimes requires attention how tci 
{^ace it, so as to divest it of all ambiguity. 

mus, " Are these designs, which any man, who is bom a^ Briton, in 
a,ny circumstances, in any. situation, ought to be ashamed or ali*aid t^ 
avow ?"f Here wc are left at a loss, whether these words, •* in any 
circumstances, in any situation,"" are connected with " a man boni 
a Briton, in any circumstances, or situation," or with that man** 
*<. avowing his designs, in any circumstances, or situation, into which 
he may be brought." If the latter, as seems moit probable, was ii^ 
tended to be the meaning, the arrangement ought to have been con^ 
ducted thu3 : " Are these designs, which any man, who is bom a Brit^ 
on, ought to be ashamed or afraid to avow in any circumstances, in any, 
lituation ?" But, 

152. Thirdly, Still more attention is required to the prop?* 
er disposition of the relative pronouns, to/to, which^ what^ 
whise^ and of all those particles which express the connexion 
of tlie parts of speech wiUi ono another. As all reason ii^ 
depends upon this connexion, we cannot here be too ac-; 
curate iand precise. A small error may overcloud the^ 

♦Swift's Projoct for the AilV'inrcment of Religion, 
t Bolingbroke's Dissert on Partios. 
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tneanitig of the whble sehtence ; attd etren where th6 mean- 
ing is intelligible, if these relative particles be out of their 
i>roper place, we always find something awkward and dio- 
joiuted in the structure of the sentence. 

Illus. 1. ** This kind of wit was very much In vogue among outr 
coufl-.rymsn, about an age or two ago, who did not practise it for any 
o')lique reason, but purely for the sake of being witty.'** We are at 
fio lois about. the meaning here ; but (he construction would evidently 
be msnded by di^odng 'of ths circumrtance, " about an age or tw^ 
ago," in such a manner as not to separate the relative ijoho from Itti 
antecedent dUr countrymen. Thus, '' about an age or two ago, tBIb 
kind of wit was very much in vogiie among our countrymen, who M 
not practise it for any oblique reason, but purely for the sake of bein^ 
witty." 

2. Of the like nitdre is the ibllowing inaccuracy of Dean SMft 
He is recommending to young clergymen to write their sermons fulljr 
and distinctly. " Many,'* says he, " act so directly contrary to this 
method, that from a habit of saving time and paper, which they ac- 
quired at the university, they write in so diminutive a manner, that 
they can hardly read what they have writtehl*' He certainly does not 
mean, that they had acquired titne and paper at the university, bilt 
that they had acquired this lifabit of saving both time and pap'er there; 
and therefore his words ought to have run thus : '< From a habit white^ 
they have acquit-ed at the university of «aviag time «id papdr, they 
write in so diminutive a manner." 

Scholia. Several other instances might ,be given ; but those which 
we h&Ve produced may be sufficient to make me rule understood. 

I. N&mely, that in the Constructioa of sentences, one of Hht fiHft 
tilings to be attended to, is^ the mdrshtilling of the words, in such order 
as shall most clearly mark the relation of the several parts of the sen* 
fence to one another. 

Particularly, that advbrbft i^hall always be ra:ade to ftdhere dosely l» 
fhe words Which they sLre intended to qualify. 

n. That, where a circumstance is thtt>wn fn, it UMl neVeV hitik 
loose in the midst of a period, but be determined by its place to oiiS 
or other ^f the meihb^rs in that period. 

lil. And that eve^y illative w6rd which is used, shall ittstantHr 
present its antecedent to the inind of the reader, trithotit the lem 
dbscttrity. 

In these three cases tfre Contained some of flie most frequent oca^ 
sions of ambiguity creeping into sentences. (But see Chapters IV ^ K, 
VI, VII, and VIII, of tits book.) 

153. With regard to relatives, we must farther observe, 

that obscurity often arises fi'om the too frequent repetition 

of them, particularly of the pronouns toJio, and theyf anH 

them, and theirs, when we haVe occasibn to refer to difiereiit 

|iiersons. 

lUmi. 1. " Hen look with an evil eye upon the good tha^ n in otJi- 
ers ; and think that their reputation obseures them* and their coni* 
mendabie qualities stand in their light ; and therefore they 4o what 

* 8p«(Btoidr, No. 54. 
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tfaey can to cast a cloud over them, that the bright shining of tfaeif 
virtues mav not obscure them."* 

This is altogether careless writing. It renders style often obscure, 
always embarrassed and inelegant. When we find these personal 
pronouns crowding too fast upon us, we havO often no method left, 
out to throw the whole sentence into some other foim, which may 
avoid those frequent references to persons who have before been men* 
tioned. 

2. All languages are liable to ambiguities. Quinctilian gives ua 
iome instances in the Latin arising from faulty arrangements. A 
man, he tells us, ordered, by his will, to have erected for him, after 
his death, " Statuam auream hastam tenentem :" upon which arose a 
dispute at law, whether the whole statue, or the spear only, was to be 
of gold ? 

3. The same author observes, very properly, that a sentence is al- 
ways faulty, when the collocation of the words is ambiguous, though 
the sense can be gathered. If any one should say, **t?hremetcro au- 
divi percussisse Demeam ;*' this is ambiguous, both in sense and struc- 
ture, whether Chremes or Demea gave the blow. 

Corol. Hence, to have the relation of every word and member of a 
•entence marked in tlie most proper and distinct manner, gives not 
clearness only, but grace and beauty to a sentence, making the mind 
pass smoothly and agreeably along all the parts of it. ( Corol. ArU 
149.) 

154. Unity is the second quality of a well-arranged sen* 
tence. This is a capital property. In every compoj^ition, 
of whatever kind,, some degree of unity is required, in or- 
der to render it beautiful. There must be always some 
connecting principle among the parts. Some one object 
must reign and be predominant. 

Obs.. This holds in history, in epic and dramatic poetry, and in al) 
orations. But most of all, m a single sentence, is required the strict^ 
mi unity. For the very nature of a sentence implies one preposition 
to bo expressed. It may consist of parts, indeed \ but these parto 
must be so closely bound together, as to make upon the mind the im- 
jiression of one object, not of many. Now, in order to preserve this 
vnity of a sentence, the following rules must be observed. 

155. In the first place, during the course of the sentence^ 
llie scene should be changed as little as p6ssible. We 
'should not be hurried by sudden transitions from person to 
person^ nor from subject to subject. There is commonly^ 
ia every sentence, some person or thing, that is the govern- 
ing word. This should be continued so, if possible, from 
the beginning to the end of the sentence. 

Ulu6, Should I express myself thus : ** After we came to anchor, 
they put me on shore, where I was welcomed by all my friends, who 
n^ceived me with the greatest kindness." Though the objects coa- 
fained in this sentence, nave a sufficient connection with eaeh otheiv 

* Tillotaoo, Vol, I. S«nn. 43. 



yet, by this ma&ner of representing them, by shifting to often both the 
place and the person, itre, and thejf, and /, and who, they appear in 
such a disunited view^ that the sense of the sentence is almost lost. 
The sentence is restored to its proper unity, by turning it after the 
lb!k)«ing manner: ** Havin^ come to an aiichor, I was put on shore, 
whiere I was welcomed by all my friends, and received with the great- 
est kindness." Wri(8rs who transgress this rule, for the most part 
transgress, at the same time, 

156. A second rule; never crowd into one sentence, 
things which have so little connection, that they could bear 
to be divided into two or three sentences. The. violation of 
this rule never fails to injure the style, and displease the 
reader. Its effect, indeed, is so disagreeable, that of the 
two, it is the safer extreme, to err rather by too ^Iany short 
sentences, than by one that is overloaded and embarrassed. 

IlliLS. 1. Examples abound in our own authors. We shall produce 
eome, to jiistify what we have said. "Archbishop Tillotson," says 
an Author of the History of .England,^* died in this year. He ww 
exceedingly beloved both by King William and Queen Mary, who 
nominated Dr. Tennison, Bishop of Lincoln, to succeed him." Who 
would expect the latter part oi this sentence to follow, in consequence 
4>f the former ? ** JEIe was exceedingly beloved by both King and 
Queen," is the proposition of the sentence : we look for some proof 
of this, or at least something related to it, to follow ; when wc are on 
ft sudden carried off to a* new preposition, " who nominated Dr. Ten- 
nison to succeed him." 

^ 2. The following is from Middleton*s Life of Cicero : " In this un- 
easy state, both of his public and private life, Cicero was oppressed 
by a new and cruel afQiction, the death of his beloved daughter Tul- 
lia; which happened soon after her divorce from Dolabella, whoeo 
Jtaanners and humours were entirely disaei^eeable to her." The prin- 
cipal object in thi» sentence is, the deam of Tul4ia, which was tho 
cause of her father's affliction ; the date of it, as happening soon after 
iier divorce from Dolabella, may enter into the sentence with proprie- 
ty ; but the subjunction of *DolabeHa*s character is foreign to the maiii 
object, and totally breaks the unity and compactness of the sentencoi 
by ^tting ft new picture before the reader, {^rt, 149.) 

3. The following sentence, from a translation of Plutarch, is stil 
woise * speaking of the Greeks under Alexander, the author sayt^ 
** Tl]f;if march was through an uncultivated country, whose savagv 
iohab/l^nts fored hardly, having no other riches than a breed of lean 
■heepy whose flesh was rank, and unsavory, by reason of their contin- 
ual «}eding upon sea-fish.'* Here the scene is changed upon us again 
and egain. The march of the Greeks, the description of the inhabiranfti 
through whose country they travetted, the account of these peoplc^e 
riches lying wholly in sheep, and ^e cause of their sheep being ili- 
tasted food, form a jumble of objects, slightly related to each other, 
Wtikh the reader cannot, wifhoat much mffieuky, comprehend under 
•DO view. {Car, Art, 148.) • ^ 

157. A third rule, for preserving the uiaity of sentences^ 
k, lo avoid all paremheaes in the middle of them* On 8om« 

9* 
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eccasions, they may have a spirited appearance ; as promp-^ 
ted by a certain vivacity of thought, which can glance hap- 
pily aside, as it is going along, {Art, 187.) 

Ohs. For ^the moit part, their effect is not always spirited : ijay, 
iometimes it is extremely bad. They so^m.asort of wheels within 
wheels; sentences in the midst of sentences ; the perplexed method of 
disposing of some thought, which a writer wants art to introduce in ', 
Us proper place, ^t were needless to give any instances, as they oc- • 
cur so often among incorrect writers. I 

158. The fourth and last rule for the unity of a senlence, 
18, to bring it always to a full and perfect close. Every 
thing that is one, should have a beginning, a middle and an 
e|id. An unfinished sentence is no sentence at all, accor- 
ding to any grammatical rule. 

Ohs. But we very often meet with sentences, that are, so to speak, 
more than fin'^shed. When we have arrived at what we expected was 
to be the conclusion, when we are come to the word on which the 
mind, by what went before, is naturally led to restj^ unexpectedly, 
some circumstance appears, which ought <o have been omitted, or to 
have been di -po^ed of elsewhere ; but which is left lagging behind, 
like a tail adjected to the sentence. This looks to the rhetorician's 
eye, as does to the naturalist's the prodigious tail which the rude hand 
of early astronomy has given to the constellation Ursa Major. 

.159. The third quidity of a correct sentence, 19 
STRENGTH. By this is meant such a disposition of the sev- 
eral words and members, as shall bring out the sense to the 
best advantage ; as shall render the impression which the 
period is designed to, make, most full* and c-omplcte ; and 
give every word^ and every member^ its due weight and. 
force. (Exarfvple. Art. 173.) 

Obs. The two former qualities of perspicuity and unitj', are, no 
^oubt, absolutely necessary (o the production of this effect; but mone^ 
is stil) requisite. For a sentence may be clear enough^ it may also be 
compact enough in all its parts, or have the requisite unity ; arid ye t> 
by some unfavourable circumstance In the structure, it id ay fail in 
that strength or liveliness of impression which a more hai)py arrange* 
ment would have produced. 

160. The first rule for promoting, the strength of a sen- 
tence, is, to divest it of all redundant words. These may^ 
■ometimes, be consistent with a considerable degree both of 
clearness and unity ; but they are always enfeebling. {8ee 
Art. 121.) 

RUts. It is a general maxim, that any words which do not add some 
impo^'tance to the meaning of a sentence, always spoil it. They can- 
not be superfluous without being hurtful. All that can be easily sup- 
plied in the mind, is better left out in the expression. Thus : " Content 
with deserving a tritimph, he refused the honor of it," is better laa-' 
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l^a^e than to say, ** Being content with ddserrin; a triumph^ hB 
refiHeil the honor of it.'* 

Carol. One of the in03t useful exercises of correctfon, upon review- 
ing^ wh.it W3 have written or conipo^ed, is therefore to conhact that 
round-about method of expression, and to lop off those useless ex* 
eres:;ence.i which are commonly found in a first draught. Here a 
severe eye should he employed ; and we shall always tind our senten- 
ces aquire more vi-^our anJ^ energy when thus retrenched; provi-. 
ded always, ihat we run not into the extreme of pruning so very close* 
as to give a hardness and dryness to style. For here, ai in ail other 
things, there is a due medium. Some regard, though not thd princi- 
pal, must be had to fulnes3 an:l swelling of sound. Some leaves muat 
be left ;o surrounil anJ shelter the fruit. 

161. As sentences should be cleared of redundant words^ 

80 also of r^diiniant members. As every word ought to 

present a new idea, so every member ought to contain a 

new thought. Opposed to this, stands the fault with which 

we sometimes meet, of the last member of a period bein^ 

nothing else than the echo of the former, or the repetition 

of it in a different form. For example ; speaking of beauty, 

lllus, Mr. Addi'on says, " The very first discovery of jt, strikes the 
mind with itiward joy, and spreads delight through all its laculiies."* 
And els3whci-e*, *' It i4 impojji!>le for us to beiiold the divin^T works 
with coldness or indifference, or to survey so many beauties, without a 
secret saliifaction and complacency.*'! In bo'h these iuitances, little 
or nothing i3 added by the second member of the sentence to what 
wd3 already expressed in the first: and though the free and flowing 
manner of such an author as Mr. Addison, and the graceful haimony 
of his p3rio<li!, miiy palliate such nsgligencjs ; yet, in general, it holds, 
that style, freed from thii prolixity, appsiirs both more sirong and 
rttore beautiful.' The attention become remiss, the mind tails into 
inaction, when words are multiplied without a corresponding muKipti- 
cation of ideas. (S«c CnY. J. a/id 2. jp. 71.) - ^ 

162. After removing superfluities, the second rule for 
promoting the strength of a sentence, b, to attend particu- 
larly to the use of copulatives^ relatives, and all the particleM 
employed for transition and connection, ' 

lAus. These little words, buty and, whiehy whose, where, &c. are fra-' 
quenily the most important words of any; they are the joinis or hin- 
gej upjn which all sentences turn, and, of course, muchji bolU of the 
gracefulness an.l th? strength of sentences, must depsn.l upon the 
proper me of sush particles. '^The varieties in using them are, indeed^ 
80 numerous, that no particular system of rules can be given respect- 
ing them. Atten.ion to the practice of the most accurate wiiiers, 
joined with frequent trials of the different effects produced by a dif- 
ferent usage of those particles, must here direct us. {ndrt. 143. llha* 
1—11) 

163. What is called splitting of particles, or separating 
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a ptepOMti(Mi from the noun which it goverBs^ is always to 
be avoided. {I/lus, 11. Art, 145.) 

. lUiu, " Though virtue borrows do assistance from, yet it may oUeat 
he accompanied by, the advantages of fortune." In pronouncing this 
lentence, we feel a' sort of pain from the revulsion, or violent Kpara^ 
tion of two things, which, by their nature, should be closely united. 
We are put to a stand in thought; being obliged to rest for a little oa 
the preposition by itself, which, at the same time, carries no signifi* 
cancy, till it is joined to its proper substantive noun. 

164. Boilie writers needlessly multiply demonstrative 
and relative particles, by the frequent use of such phraseol- 
ogy as the following : 

lUus. *' There is nothing which disgu«ts us sooner than the empty 
|>omp of language." In introducing a subject, or laying down a pro- 
position to which we demand particular attention, this sort of style is 
very proper; but in Hie ordinary current of discourse, it U better to 
express ourselves more simply and shortly : '** Nothing disgusts us 
iooner than the empty pomp of language." 

165. Other writers make a practice of omitting the rel»> 

tive, by adopting a phraseology of a different kind from the 

former. This error springs from the absurd supposition 

that, without this omission, the meaning could not be underi* 

stood. 

Itttu. ** The man I love." — *' The dominions we possessed, and the 
conquests we made." But though this elliptical style be intelligible, 
and allowable in conversation and epistolary writing^et in all wri- 
tings of a serious or dignified kind, it is ungraceful. Tiiere, the reU- 
flve should always be inserted in its proper place, and the con;structioft 
filled up : as, *' The man whom I love." — " The dominions which we 
possessed, and the conquests which we made." 

166. With regard to the copulative particle and, which 

occurs 80 frequently in all kinds of composition, several ol>> 

lervations are to be made. First, it is evident, that the an- 

necessary repetition of this particle enfeebles style. It ha» 

much the same effect as the frequent use of the vulgar 

phrase, and so, when one is telling a story in common coi»* 

versation. 

IUu8. 1. We shall, for one instance, take a sentence from Sir Wil* 
Ham Temple. He is speaking of the refineqient of the French lan- 
guage : ** The academy set up by Cardinal Richelieu, to amuse the 
wits of that age and country, and to divert them from raking into his 

Eolitics and ministry, brou^t this into vogue ; and the French wita 
ave, for this last age, been wholly tumeif to the refinement of their 
Style and language ; and, indeed, with such success, that it can hardly 
be equalled, and runs equally through their verse am} their prose.^ 
Here are no fewer than eight and$ in one sentence. This agreeable 
writer too ofien makes his sentencea dra^ in tUa manner, by e «arele« 
ttoltiplication of copulativea. 



Sirengtk. . 99 

. 2. It is strange that a writer fM> accurate as Dean Swift, shofold ' 
liave stumbled on so improper an application of this particle, as he 
has made in the foUowinj; sentence : *' There is no talent so useful to- 
wards rising; in the world, or tvhich puts men more out of the reach 
of fortune, than that quality generally possessed by the dullest sort of 
people, and is, in common language, called/^'diserction ; a species of 
lower prudende, by the assi^ance of which,"* &c. By the insertion 
of, and IS, in place of^ which is, he has not^dhly clogged the sentence^ 
but even made it un^ramn^atical. 

167. But, in the' next place, it is worthy of observation, 
that though the natural use of the conjunction, and, be to 
join objects, and thereby make their connection more close ; 
yet, in fact, by dropping the conjunction, we often mark a 
closer connection, a quicker succession of objects, thao 
when it is inserted between them. 

Illus. 1. Longtnus makes this remark ; which, from many instances, 
appears io be just : ^* Veni, vidi, vici,"t expresses with more spirit the 
rapidity and quick succession of conquest, than if connecting particle* 
had been u^d. 

2. So, in the followins^ de<tcription of a rout, in Caesar's CommentarieS| 
the omission of ihe connective particle gives great force to the sen** 
tence: '^ No^tri, cmissis pilis, gladiis rem gerunt; repentd post 
tergum equitatus cerititur ; rohortes alix appropinquant. Ho^tes ter* 
ga| vertunt ; fugieniibus equitcs occurrunt ; fit magna cxdes."t Bell. 
GaR. lib. 7. 

169. On the other hand, when we seek to prevent a 
<iuick transition from one object to another — ^when we are 
making some enumeration in which we wish that the object! 
iihould appear as distinct from each other as possible, ahd 
that the mind should rest, for a moment, on each object by 
itself, copulatives may be multiplied with peculiar advan- 
tag[e and grace. 

Jlltu, As when Lord BoTingbroke says, *' Such a man mights fall a 
victim to power; but truth, and reason, and liberty would fkll with 
liim." 

In the same manner, Caesar describes an engagement with the Ner* 
▼it: " His equitibu? facile piil i) ac proturbatis, incredibile celeiitate 
ad flumen decurreiunt; ut pene uno tempore, et ad sytvas, et in flumi* 
ne, et jam in nianibu^ nostris, hottes viderentur.*'§ llel]. Gall. 1.2. 

Here, although he i) describing a quick succession of events, yet a* 
|t i§ his intention to shew in bow many places the enemy seemed to 
he at one time, the copulative is very happily redoubled, in order to 
paint more strongly the distinction of these several places^ 

* E«mJ on thfl Fates of (ierfymen. t *' 1 camo, I faw, I conqnerad.*' 

X ** Our nion, after having (iisciiarjod their Javelins, attack with sword in hand^ 
•fa sudden the cavalry ninke tlicir a|tpearanee.lj«blnd ; other bodiae of nMh ara 
eeen drawinf nea/ ; the enemies turn- their backs ; Ilia hotea meet tbaoi in tfesit 
Aifht in i^reat slaughter eiisuea. ^ 

^ "The enemy, havi')gea$iily heat oflT and scattered thii body of horse, ran dovm 
vMi ineredlble cdlcrity to the river, so that ahnoet at ona moment of time, tiiey 
jj>peared to ba io tba4ra!M(|St '^^^ iu the riror, and in tbe miflil of our troops." 



no On the Struetwre ef Sentences. 

Seholia. This attention to the •everal cases, when it is proper ta 
omitf and when to redouble the copulative^ U of considerable impor- 
tance to all who stody^ eloquence. For it is a remarkable particulai ity 
in language, that the omission of a connecting particle should sometimes 
«erye to make objects appear more clojely connected : and (hat the re« 
petition of it should distinguish and separate them in some measuro 
irom each other. Hence, the oraisiion of it is used to denote rapidity; 
and the repetition of it is designed to retard and to aggravate. I'he 
reason seems to be, that, in the former case, the mind is supposed io bii 
hurried through a quick succession of objects, without gaining leisure 
to point out their connection ; it drops the copulative in \X» hurry ; and 
crowds the w^hole series together, as if the objects were but one. 
Whereas, whemfre enumerate, with a view to aggravate, the mind ii 
•iupposed to proceed with a more slow and solemn pace 4 it marks fuHy 
the relation of each object to that which succeeds it ; and by joining 
them together with several copulatives, makes us perceive, that 
the objects, though connected, are yet, in themselves, distinct ; that 
they are many, not one. Observe, for instance, in the following enu- 
meration made by the apodtle Paul, what additional weight and dis* 
tinctness are given to each particular by the repetition of a con* 
junction: *M am persuaded that neither death, nor life, nor an* 
gels, nor principalities, nor powers, nor things present, nor thi&gs to 
come, nor height, nor depth, nor any othf r c/eature, -shall be able 
to separate us Trom the love of God."* So' much with regard to the 
use of copulatives. 

169. A third rule for promoting the strength of a sentence, 
b, to dispose of the capital word, or words, in that place of 
the sentence where it, or they, will make the fullest impress 
«ioii. 

1UU9* Every pne must see, that there are in every sentence such 
capital words, on which the meaning principally rests ; and it is equal* 
ly pl«in, that these words should possess a conspicuous and distinguish* 
ed place. But that place of the sentence where they will make tlii 
best figure, whether the beginning or the end, or, sometifloes, even tfao 
middle, cannot, perhaps,, be ascertained by any precise rule. This 
must vary with the nature of the sentence. 

170. Perspicuity must ever be studied in the first places 
and the nature of our language allows no great liberty in 
the choice of collocation. For the most part, with us, tho 
important words are placed in the beginning of the senteBce. 

lOm^ ** The pleasures of the imagination, taken in their full extient, 
•re not so gross as those of sense, hor so refined as those of the under* 
itanding.*'; And this^ indeed, seems the most plain and natural order, 
to place that in the front-which is the chief object of the proposition we 
ve laying down. Sometimes, however, when we intend to give weight 
te a sentence, it is of advantage to suspend the meaning for a little, and 
dien bring it out full at the close : <* Thus,'* days Pope, " on whatever 
«de we contemplate Homer, what principally strikes us, is his wonder^ 
ful invention."! 

m^''^^ ■ I I II ■■! ■ ■ ■ ■■ I I I I I III 1 ' I I - I I I iM ■ 
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171. The Greek and Latin writers had a considerable 
advantage above us, in this part of style. By the great 
liberty of inversion, which their languages permitted, they 
could choose the most advantageous situaticm for every 
word ; and had it thereby in their power to give their sen* 
ienocs more force. 

Obs. Milton, in his prose works,. atMl some other of our. old English 
writers, endeavour to imitate them in this. But the forced construction* 
which they empioyed, produced obscurity ; and the genius of our lan- 
|uage» as it is now written and spoken, will not admit such liberties* 
Gordon, who followed this inverted style, in his translation of Tacitus, 
has, sometimes, done such violence to the language, as even to appear 
ridicak>i»; as in thisi expression: ** In'/o this hole thrUst themselves, 
three Roman senators." He has translated so siipple a phrase. as» 
** NuHum ek tempestate bellum," by, " War at that time there was 
noBe." 

172. However, within certain bounds, and to a limited 
degree, our language does admit of inversions ; and thejr 
are practised with success by the best writers. 

We shall just glance at one example here, as inversion will be treats 
ed subsemiently to harmony, (See Chapter X.) 

lliae. Pope, speaking ot Horner, says, " The praise of judgmen't 
Virgil h^ justly contested with him, but his invention remains yet un- 
rivalled/* It is evident, that, in order to give the sentence its due 
force, by contrasting properly the two capital words, *' judgment and 
invention." this is a happier arrangement than if he had followed the 
natural order, which was, " Virgil has justly contested with him th# 
praise of judgment, but his invention remains yet unrivalled." 

Obs. Some writers practise thi.-t degree of inversion, which our 
lafiguag^ bears, much more than others ; Lord Shafte >bury, for instance, 
much more than Mr. Addison : and to this sort of arrangement, is ow- 
ing, in a great measure, that appearance of strength, dignity, and vari* 
od harmony, which lord Shaftesbury's style possesses. 

173. But whether we pracCise inversion ot not, and in 
whatever part of the sentence we dispose of the capital 
words, it is always a point of great moment, that these cap- 
ital words shall stand clear aiid disentangled from any other 
words that would clog them. 

///us. Thus, when there are any circumstances of time, place, or 
other limitations, which the principal object of our sentence requires 
to have connected with it, we must take especial -care to dispose of 
them, so as not to cloud that principal object, nor to bury it under a 
load of circumstances. 

Example. Lord Shaftesbury, speaking of modem poets, as compared 
witii the ancient, says: " If, whilst they profess only to please, they 
secre'.Iy advice, and give injtruction, they may now, perhaps, as well 
as formerly, be esteemed, with justice, the best and most honourable 
among authors." This if a well constructed sentence. It contains a 
great many circumstances and adverbs, necessary to qualify the mean- 
mg; only, secretly, noWt perhaps, as well, formerly, with justice ; 
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yet these are placed 'with bo much art, as neither to embarrass nor 
weaken the sentence ; while that which is the capital object in it) viz» 
'* Poets being justly esteemed the best and moiit honourable among au- 
thors,'* comes out in the conclusion clear and detached, and possesses 
its proper place. 

174. A fourth rule for constructing sentences with pro- 
per strength, is, to make the members of them go on rising 
and growing in their importance above one another. 

Illtu, This sort of arrangement is called a climax, and is always 
considered as a beauty in composition. From what cause it pleases, is 
abundantly evident. In all things, we naturally love to ascend to whiA 
is mor^ and more beautiful, rather than to follow the retrogiade order. 
Having had once some considerable object set before us, it is with 
pain we are pulled back to attend to an inferior circumstance. " Caris 
must be taken that our composition shall not fall off, and that a weaker 
expression shall not follow one of more strength ; as if, after sacrir 
lege, we should bring in theft ; or, having mentioned a robbery, ws 
should subjoin petulance » Sentences ought always to rise and 
grow."* 

2. Of this beauty, in the construction of sentences, the orations of 
Cicero furnish many examples. His pompous manner naturally. led 
him to study it; and, generally in order to render the climax perfect^ 
he makes both the sense and the sound rise together, with a very mag* 
nificent swell. 

3. The following instance from Lord Bolingbroke, i« beautiful : " This 
decency, this grace, this propriety of manners to character, is so essen.- 
tlal to princes in particular, that, whenever it is neglected, their virtues 
lose a great degree of lustre, and their defects acquire much ag:grava- 
tion. Nay, more; by neglecting this decency and this grace, and 
for want oi a sufficient regard to appearaiices, even their virtues may 
betray them into failings, their failings into vices, and their vices into 
habits unworthy of princes, and unworthy of men."t 

175. This sort of full and oratorical climax, can neither 

be always obtained, nor ought it to be always sought after. 

Only some kinds of writing admit such sentences ; and to 

study them too frequently, especially if the subject do 

not require much pomp, is affected and disagreeable. But 

when sentences are approaching to a climax, tlie following 

is a general rule which we ought to study. 

nius. 1. A weaker assertion or proposition should never come after a 
stronger one ;t and when our sentence consists of two members, the 
longest should, generally, be the concluding one. There is a two-p}Id 
reason for this last direction. Periods thus divided, are pronounced 
more easily; and the shortest member being placed firet, .we carry it 
more readily in our memory as we proceed to the second, and see the 
connection of the two more clearly^ , Thus, to say, ** when our pas* 

• ; ' ■ 3 

* ** Cavcndum est ne decrescat oratio, et fortiori subjungatur aliqaid infirmiut, 

■icat, sacrilegio, fur ; aut latroni petuJang. Augeri enim debent sententie et iofiir* 

geifi." duinctilian. 
f Idea of a Patriot King. 
X " N« deereieat oratio, et ne fortiori subjungatar aliquid infirmius.*' Quinet. 
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nofOB have forsfkea ua, we flatter ourselres with (be belief that wa 
bay* forsaken them/' is both more graceful and more clear, than to 
begin with the longest part of the proposition, and say : " We flattec 
ourselvei with the belief that we have forsaken our passions, when they 
have forsaken us." 

2. In general, it is always agreeable to find a sentence rising upon 
as, and growing in its importance to the very last wor4} when this 
construction can be managed without affectation or unseasonable 
pom|>. " If we rise yet higher," says Addison, very beautifully,** and 
consider the fixed stars as so many oceans of flame, that are each of 
them attended with a difierebt s€t of planets ; ahd still discover new 
firmaments and new lights, that are sunk farther in those unfatiioma- 
ble depths of sether^ we are lost in such a labyrinth of sqns and 
worlds, and confounded ^4th the magnificence and' immensity of nan 
ture.'** Hence follows clearly, f 

176. A fifth rule for the strength of sentences ; which is, 
to avoid concluding them with, an adverb, a preposition, or 
any inconsiderable word. Such conclusions are always 
enfeebling and degrading." 

Obs. There are sentences, indeed, where the stress and significancy 
rest chieily upon some words of this kind. In this case, they are not 
to be considered a? circumstances, but as the capital figures ; and 
ought, in propriety, to have the principal place allotted them. No 
fault, for instance, can be found with this sentence : *' In their pros- 
perity, my friends shall never hear of me ; in their adversity, al- 
ways :"t where never , and always ^ being emphatical words, were to 
be so placed, as to make a strong impression. But we speak now of 
fliose inferior parts of speech when introduced as circumstances, or 
as qualifications of more important words. In such a case, they 
should always be disposed of in the least conspicuous parts of the pe- 
riod; and so classed with other words of greater dignity, as to be 
kept in their proper and secondary station. 

177. Agreeably to this rule, we should always avoid 
coiicluding with any of those particles which, mark ih% 
cases of nouns; as, of, to, from, tvith, by, 

Illtts. For instance, it is a great deal better to say, " Avarice Is a 
crime of which wise men are often guilty," than to say, ** Avarice is ft 
crime which wise men are often guilty of." This last is a phraseology 
that, with reason, all correct writers shun : for, besides the want of 
dignity which arises from those monosyllables at the end, the imagin- 
ation cannot avoid resting, for a little, on the import of ^e wcrd that 
closes the sentence: and as prepositions have no import of their 
own, but only serve to point out the relations of other words, it is dis* 
agreeable for the mind to be left pausing on a word, which does not^ 
by itself, produce any idea, nor form any picture in the fancy. 

178. For the same reason, verbs which are used in a com- 
pound sense, toith some of the prepositions, are not beauti^ 
ful conclusions of a period. Such verbs as, bring about, 

' • Spectator, No. 490. t BoliBtfeceko. 
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laif hoUof, come over ta^ clear up, and many others of 
kind, ought to be avoided, if we can employ a simple verfa^ 
which will always terminate the sentence with more 
strength. 

Obi. Though the pronoun t^, hag the import of a substantive nouiip 
and indeed often forces itself upon us unavoidably, yet, when we want 
to pve dignity to a sentence, this pronoun should, ii passible, be avoid- 
^ In the conclusion ; more especially when it is joined with jome ol 
the prepositions, as, with it, in it, to it. 

179. Besides particles and pronouns, any phrase, which 
expresses n circumstance only, always brings up the rear of 
a sentence with a bad graces 

Ilhu. We may judge of this, by the following sentence from Lord 
Bolingbroke : " Let me therefore conclude by repeating, that division 
l|as caused all the mischief we lament ; that union alone can retrieya 
ifs ; and that a great advance towards this union was the coalition of 
parties, so happily begun, so successfully carried on, and of late sa 
enaccountably neglected ; to say no. worse.*'* This last phrase, to $mf 
f|9 worst, occasions a sad falling off at the end ; so much the more 
enhappy, as the rest of the peiiod is conducted after the manner of a 
^max, which wo expect to find growing to the last. 

Ob$. 1. The proper disposition of such circumstances in a sentene*, 
is often attendea with considerable trouble, in order to adjust them so^ 
that they consist equally with the perspicuity and the grace of thf 
period. Though necessary parts, they are, however, like unshapely 
stones in a building, which, to place them with the least offisnce, try 
the skill of an artist. " Let them be inserted wherever the happiest 
place for them can be fcnind ; ao, in a structure composed of rough 
•Ipnes, there are always places where the most irregular and unshape* 
ly may find some adjacent one to which it can be joined, and some 
bt^is on which it may rest."t 

2. The close is always an unsuitable place for them. When (h# 
fSnse admits their arrangement, the sooner they are despatched, gen- 
Ijfally speaking, the better; that the more important and significapl 
words may possess the last place, quite disencumbered. It is a rule^ 
too, never to crowd too many circumstances together, but rather Iq 
intersperse them in diflerent parts of the sentence, joined with th* 
capital words on which they depend ; provided that care be taken, as 
w«s before directed, not to clog those capital words with them. 

180. The last rule, which we have to offer, relating to 
the strength of a sentence, Is, that in the members of a sen- 
lencc, where two things are compared or contrasted with 
each other ; where either a resemblance oY ah opposition 
is intended to be expressed ; some resemblance, in the lam 
guage and construction, J'ould he preserved. For, when 
ihe things themselves corrJpond to each other, we natur- 

* Letter on tKe State of Parties at the Acees<ion of King George f. 
t ** Jun^nntiir quii eunj^ruuiit maxiine ; sicut in ilruetura nazorum miliiiiii, 
Ipia euormitaj invenit cuj applieari, et in quo pMsit intiitttre.*' Quiuctiltan. 
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ally expect to find tHe ward^ also corresponding. We are 
disappointed when it is otherwise; and the comparison, or 
contrast, appears more imperfect. 

IlltLs, The following passage from Pope*s preface to his Homer« 
fully exemplifies the rule we have now giiren : " Homer was th« 
l^reater genius ; Virgil the better artist ; ia the one, we niost admim 
the man; in the other, the work. Homer huriies us with a command 
Inji; impjtuo ity ; Virgil leaUi us with an attractive majesty. Homar 
scatteri wiih'a generous profusion ; Virgil bestows with a careful mag* 
niliccncc. Homer, like the Nib, pours out his riches with a iiuddea 
Overflow ; Virgil, like a river in its banks, with a constant stream. 
And* when we look upon their machines, Homer seems like his owa 
Jupiter in his terrors, shaking Olympus, scattering the lightniAgt» aii4 
filing the heavens; Virgil, ikce the same power in his bene¥olenca» 
counselling with the godj, laying plans lor empires, and ordiring hii 
whole creation." 

Corol, Periods thus constnicte«l, when introduced with prt^prietyv 
and not returniBg too often, have a sensible beauty. But we must be* 
ware of carrying our attention to this beauty too far. It ought only f$ 
be occastonalfy studietl, when it \* naturally demanded by the compare 
ison or oppoiition of objects. If such a construction as this be aime«i it 
io all our sentences, it leads to a disagreeable uniformity ; produces a 
regularly returning clink in the pciiod, which plainly discovers affect- 
ation, and tires the ear like the chime of Jingling verse. 

Scholia, The fundamental ri^le for the construction of sentences, and 
into which all other rules mizht be resolved, undoubtedly is, to com* 
municate, in the clearest ana moit natural order, the ideas which wa 
mean to transfuse into the minis of our hearers or readers. Every af^ 
rangement tliat does most iustice to the sense, and expresses it to moil 
advantage, strikes us as oeautiful. To this point have tended alt 
the rules that we have given. And, indeed, did men always think 
clearly, and were they, at the same time, ftilly masters of the languaga 
in which they write, there would be occasion' for few rules. Their 
sentences would then, of course, acqui^e all tho^e properties of precit^ 
ion, unity, and strength, which we have recommended. ** For wa 
may rest assured," says Dr. Blair,* *' Hiat, whenever we express our* 
selves ill, there is, besides the mismanagement of language, for tiia 
iD03t part, some mistake in our maaner of conceiving the subjeck 
Embarrassed, obscure, and feeble sentences, are generally, if not al» 
way j, the result of embarrassed, obscure, and feeble thought. Thoughl 
and language act and re-act upon each other mutually. Logic and 
rhetoric have here, as in many other Ciaes, a strict connection ; and 
he that is teaming to arrange his sentences with accuracy and ordcr^ 
is learning, at the same time, to think with accuracy and order ;*' an ob* 
servation which alone will justify all the care and attention which wa 
have bestowed on this subject. 

* Lsctuift M Rhatorie, Lset. XIL 
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CHAPTER IV. . 

PERSFICUIT'T. 

181. PERSPICUITY originally and properly signifies 
transparencf^, such as may be ascribed to air, glass, water, 
or any oth^ medium, through which material objects are 
Tieweji. From this original and proper sense, it hath been 
metaphorically applied to language, this being, as it were, the 
medium, through which we perceire the notions and senti- 
ments of any speaker or writer. 

lUtu. 1. Now, in natural things, if the medium through which w 
look at any object, be perfectly transparent, our whole attention is fix- 
ed on the object. If, for instance, we look through the panes of class 
in any window, we are scarcely sensible that there, is a medium which 
intervenes, and can hardly be said to perceive the medium. But if 
there be any flaw in the glass, if we see through it but dimly, if the 
object be imperfectly represented, or if we know it to be misrepresen- 
ted, our attention is immediately taken off the object, and turned to the 
medium. We are then desirous to discover the cause, either of the dim 
and confused representation, or of the misrepresentation of things 
which the medium exhibits, or that the defect in vision may be supph- 
ed ^judgment. 

2. The case of language is precisely simOar. A discourse, then, ex- 
cels in perspicuity, when the subject engrosses the attention of the 
hearer, and the diction is so little minded by him, that he can scarcely 
be said to be conscious that it is through this medium he sees into the 
speaker's Ijhoughts. 

3. On the contrary, the least obscurity, ambiguity, or confusion in 
the style, instantly removes the attention from the sentiment to the ex- 
pression, and the hearer endeavours, by the aid of reflection, to correct 
the imperfections of the speaker's language. Whatever application he 
must give to the words, is, in fact, so much deducted from what he 
owes to the sentiments. Besides, the effort which the speaker thus re- 
quires his hearer to exert in a very close attention to the language, al- 
ways weakens the effect, which the thoughts were intended to produce 
in the mind of the hearer. 

4. Perspicuity is, of all qualities of style, the first and most essential. 
Every speaker does not propose to please the imagination, nor is every 
subject susceptible of thode ornaments, which conduce to this purpose. 
Much less is it the aim of every speech, to agitate the passions. There 
are some occasions, therefore, in which variety, and many in which an- 
imation of style, are not necessary ; nay, there are occasions on which 
the last especially would be improper. But whatever be the ultimate 
intention of the orator, to inform, to convince, to please, to move, or to 
persuade, still he must speak so as to be understood, or he speaks to no 
purpose. If he do not propose to convey certain sentiments into the 
minds of his hearers, by the aid of signs intelligible to them, he may as 
veil declaim before them in an unknown tongue. This prerogative 
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tiie intellect liath above all the other faculties, that, whether it be or be 
■not immediately addressed by the speaker, it must be regarded by him 
either ultimately or subordinately ; ultimately, when the direct pur- 
pose of the discourse is information, or conviction ; subordinately* 
when the end is pleasure, emotion, or persuasion. 

6. Besides, in a discourse wherein either vivacity or animation is 
^requisite, it is not every sentence that requires, or dven admits, of ei- 
ther of these qualities ; but every sentence oueht to be perspicuous. 
•The effect of all other qt&alities is lost without this. Bat this being to 
the understanding, what light is to the eye, ought to be diliused over 
the whole performance. And since perspicuity is more properly a rhe- 
torical dian a mmmatical quality, we shall point out the different way9 
in which a writer may fail to produce a style which shall answer tho 
conditions of the definition we have given of perspicuity. 

6. A man may, in respect of grammatical purity, speak unexception- 
ably, and yet speak obscurely and ambiguously ; and though we cannot 
aavj that a man may speak properly, and at the same time speak unm' 
teuigibly ; yet this last case falls more naturally to be considered aa 
an offence against perspicuity, than as a violation of propriety, (jirt. 
112, 117, and 124.) For when the meaning is not discovered, the 
particular impropriety cannot be pointed out. In the three different 
ways, therefore, just now mentioned, perspicuity may be violated. 

182.' The obscure, from defect , is the first offence against 

perspicuity, and may arise from elliptical expressions. This 

is the converse of precision. (Art, 118.) 

Ulus, In Greek and Latin, the frequent suppression of the sabstao- 
tive verb, and of the possessive and personal pronouns, furnishes in- 
stances of ellipses, which the idiom of most modern tongues, English 
and French particularly, will seldom admit. (Ulus. 2. Jirt. 119.) 

183. Often, indeed, the affectation of conciseness, often 
the rapidity of thought, natural to some writers, will give 
rise to still more material defects in the expression. 

Example, ** He is inspired with a true sense of that Junction, when 
chosen from a regard to the interests of piety and virtue."* 

Analysis. Sense, in this passage, denotes an inward feeling, or the 
impression which some sentiment makes upon the mind. Novtr a function 
cannot be a sentiment impressed or felt. Tho expression is therefore 
defective, and ought to have read thus: '* He is inspired with a true 
•ense of the dignity, or of the importance, of that function.'' 

O&s. Obscurities in style arise not merely from deficiency, but 
from excess of expression, and often from the bad choice of words. 
(See Art. 118, 119, and 128.) 

184. Bad arrangement is another source of obscurity. 
In this case, the construction is not sufficiently clear. One 
often, on first hearing the sentence, imagines, from the turn 
of it, that it ought to be construed one way, and on refleo- 
tion finds that it must be construed another way. (Art^ 143, 
144, and 145.) 

* Gaftrdian, No. 98. 
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EgampU. " I have hopes, that when Wii«l eoDfronCs hnn, snddl 
$h€ ladiet in whose hehalj he engages him, cast ki|id kfoks and wishM 
•f success at their champion, he will have some shame."* 

Analysis, It is impossible not to imagine, on hearing the first part of 
this sentence, that Will is to confront aU the ladies; though after^ 
wards we find it necessary to construe this clause with the following 
verb. This confusion is removed at once, by repeating the adverS 
tohen, ! 

" I have hopes, that when Will confronts him, and when all tho ! 
hidies cast kind looks,*' &c. I 

Corol. Bad arrangement may be justly termed a' e<mstruttwe am* 
higuity. The words are so disposed, in point of order, as would render 
them really ambiguous, if, in that construction, which the expression 
first suggests, any meaning were exhibited. As this is not the case* 
the faulty order of the words cannot properly be considered as render* 
ing the sentence ambiguous, b^t obscure. 

185. The same word used in different senses in the sanie 
sentence, is another source of obscurity. 

Example. ** That he should be in earnest, it is hard to conceive ; 
since any reasons of doubt, which he might have in this case, would 
have been reasons of doubt in the case of other men, who miw give 
morCy but cannot give more evident, signs of thought, than their fellow« 
creatures."! 

Analysts, This errs alike against perspicuity and etega;ice. The 
first word, mrore, is an adjective, the comparative of many ; in an in* 
stant it is an adverb, and the sign of the comparative degree. As the 
reader is not apprized of this, the sentence must appear to him, on tho 
first glance, a flat contradiction. {Jirt, 122. Illvs. 1 and 2.) 

Correction. " Who may give more numerous, but cannot give m^rre 
evident signs:" or thus, "who may give more but cannot give clearer 
signs." 

1^. It is but seldom that the same pronoun can be 
used twice', or oftener, in the same sentence, in reference to 
different things, without darkening the expression. The 
eignification of the personal, as well as of the relative pro- 
nouns, and even of the adverbs of place and time, must be 
determined by the things to which they relate. To use 
them, therefore, with reference to different things, is, in ef' 
feet, to employ the same word in different senses ; which, 
when it occurs in the same sentence, or in sentences closely 
connected, is rarely found entirely compatible with perspi- 
cuity. {See Art 152. Ilius.) 

Example, *' One fnay have an air which proceeds from a jdst suffi- 
ciency and knowledge of the matter before him, which may naturally 
produce some motions of his head and body, which might become the 
bench better than the bar."t 

Analysis. The pronoun which is here thrice used iti three several 
•enses ; and it must require reflection to discover, that the first de- 

• Specttttor, No. 30. f Bolliif broke*a Pb. £m. 1. 8se. 9. X Oaardian, No. 41» 
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notes mV, the iecond, gt^/Uieney and kmrwUdge, and the diird, mHi&m 
^the heiatd and body, 

187. IVom too arHficial a structure of the genience, ob* 
icurity may arise. This happens when the structure of the 
sentence is too much complicated, or too artificial ; or when 
the ^ense is too long suspended by parentheses. {Scholia^ 
p. 93.) 

Obt. A short parenthesis, introduced in a proper place, will not in 
the least hurt the clearness, and may add both to tlie vivacity, and to 
the energy, of the sentence. (See Art. 167.) 

18d. Technical terms, injudiciously introduced, is anotb* 
er source of darkness in composition. {See Art, 84. Ilius,) 
But in treatises on the principles of any art, they are not 
only convenient, but even necessary. In ridicule too, if 
used sparingly, as in comedy or romance, they are allowa- 
ble. {Obs. V.Art. 114.) 

189. Lang Sentences may be justly aiccouDted liable to 
obscurity, since it is difficult to extend them, without in- 
Tolving some of the other faults before mentioned. And 
when a long period does not appear obscure, it will always 
be remarked, that all its principal members are similar in 
their structure, and would constitute so many distinct sen* 
tences, if they were not limited, by their reference to 9omm 
common clause in the beginning or the end. {Su Ari^ 
138.) 



CHAPTER V. 

THE DOUBLE MEANING, OR BQUIYOCATION. 

190. THE double meaning. Perspicuity may be mlap* 

ted, not only by obscurity, but also by double meaning. 

{Art. 119.) 

lUiu. The fault in this case is not that the sei<'ience conve5rs dark* 
ly or imperfectly the author's meaning, but that it conveys also some 
other meaning which is not the author's. His words are susceptible 
of more than one interpretation. When this happens, it is always 
occasioned, either by using some expression which is equivocal ; that 
is, which hath more meanings than thQ one which the author affixes to 
it ; or by ranging the words in such an order, that the construction is 
rendered equivocal, or made to exhibit different senses. The former 
we term equivocation, the latter ambiguity, (^e JOefin, 19. p. 79^) 

191. Eguivocation. When, the word denotes in compo- 
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•ition, as in common language it generally denotes^ the aaie 
of an equivocal word, or phrase, or other ambiguity, with an 
intention to deceive, it differs not essentially from a lie. 

This offence faHs under the reproof of the moralist, not the censure 
of the rhetorician. 

192. Again, when the word denotes, as agreeably it may 
denote, that exercise of wit which consists in the playful 
use of any term or phrase in different senses, and which is 
denominated jpun, it is amenable, indeed, to the tribunal of 
criticism, but it cannot be regarded as a violation of the 
laws of perspicuity. 

It is nei&er with the liar nor the punster that we are concerned at 
present. 

193. The only species of equivocation that comes under 
reprehension here, is that which takes place, when an au- 
thor undesignedly employs an expression susceptible of a 
sense different, from the sense he intends it should convey. 

Obf. This fault has heen illustrated in Articles 113, 121, 122, and 
128. 

194. The equivocation may be either in a single word, 
or in B. phrase. 

lUus. 1. The preposition of denotes sometimes the relation which 
any auction bears to its subject ;^ sometimes the relation which it 
bears to its object. 

Example 1. Hence this expression o£ the Apostle has been obser- 
ved to be equivocal : " I am persuaded that neither death nor life shall 
be able to separate us from the love (^ God."i By the love of God, 
say interpreters, may be understood, either God's love to us, or our 
hve to God. 

2. As the preposition of sometimes denotes the relation of the ef- 
fect to the cause, sometimes that of the accident to the subject ; from 
this duplicity of signification, there will also, in certain circumstances, 
arise a double meaning. ** A little afler the reformation of Luther,"t 
is a phrase which suggests as readily a change wrought on Luther as 
a change wrought hy him. But the phraseology is intelligible when 
we ap^ the term rrformatietn to the schism wliich Luther produced 
in*the Cfatholic Church. 

lUus. 2. The conjunctions shall furnish our second illustration. 

Example. " I'bey were both more ancient among the Persians 
than Zoroaster or Zerdu8ht."§ 

Analysis. The conjunction or is here equivocal. It serves either 
as a copulative to synonymous words, or as a disjunctive of different 
things. But Zoroaster and Zerdudht mean the same person, therefore 
the sentence is equivocal. 

Corol, \, If the first noun follows an article or a preposition, or 

* That is, the penon whosn afTection hi*. f Koraans riii. 38, fcc 

t Swift's Mechanical Operations. 

{ BoUof broke's aabsUnett of liattan to V. d» PeoUfy. 
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both ; the article, or tin preposition, or -both, should be repeated be* 
(ore the second, when the two nouns are intended to denote different 
things ; and should not be repeated, when they are intended to denote 
Hhe same thing. 

2. If there oe neither article nor preposition before the first, and if 
it be the intention of the writer to use the particle or disjunctivelT* 
let the first noun be preceded by either , which will infallibly ascertam 
the meaning. 

8. On the contrary, i^ in such a dubious case, it be his design to 
use the particle as a copulative to synonymous words, the piece will 
rarely sustain a material injury, by omitting both the conjunction and 
synonyma. 

JUvts, 8. Pronouns may also be used equivocally. 

Example. " She united the great body of the people in her and their 
common interest,"* 

Analysis, The word her may be either the possessive pronoun, or 
the accusative case of the personal pronoun. A very small alteration 
in the order totally removes the doubt. Say, *^ in their and her com- 
mon interest." The word thus connected, can only be the possessive, 
as the author doubtless intended it should ba in the passage quoted. 

JUus, 4. Suhstantives aid sometimes used equivocally. 

Example, '^ Your Majesty has lost all hopes of any future excisec 
by their consumption." \ 

Analysis. The word consumption has both an active sense and a pas- 
sive. It means either the act of consuming, or the state of being con- 
sumed. 

Correction. ** Your Majesty has lost all hopes of levying any future 
excises on what they shall consume." 

Ulus. 5. Adjectives also are used equivocally. 

Example. ** As for such animals as are mortal or noxious, we have 
A right to destroy them."( 

Anodysis. Indeed ! all men are liable to death, and all men are ant^ 
mals, but we have no right to destroy each other. The word mortal^ . 
therefore, in this sentence might be justly considered as improper ; {Art., 
117. lUus, 3.) for though it sometimes means destructive, or causing ^ 
death, it is then almost invariably joined with some noun expressive 
of hurt or danger. 

Uhis. 6. Verbs often present a false sense more readily than the 
true. 

Example. " The next refuge was to say it was overlooked lay one 
man, and many passages wholly written by another." § 

Analysis. The word overlooked sometimes signifies revised, and 
sometimes neglected. But the participle is used here in the former 
sense, therefore the word revised ought to have been preferred. 

Rlus. 7. In the next quotation the homonjrmous term may be Mther 
en adjective or an adverb, and admits a different sense in each accep* 
tation. 

Example, ** Not only Jesuits can equivocate."|| 

Analysis. If the wora onZy is here an adverb, the sense is ** to equiv- 
ecate is not the only thing mat Jesuits can do." This interpretation, 
though not Dryden's meaning, suits the construction. The proper 
end unequivocsd meaning, though a prosaic expression of this sense, 

* Idea of a Patriot King. t Guardian, No. SQ. t Ibid. No. 61« 

$ Spectator, No, 19. 1) Drjden*! Hind aqd rantlm. 
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in, «* Jesuits can not only equivocate.'* A^ain, if tlic word only M httt 
to adjective (and this doubtless is the author's meaning) the sense is, 
** Jesuits are not the only persons who can equivocate.** 

/Z/us. 8. Equivocal phrases are such as, not the leasts not the fmaU* 
est, wtiich may signify *< not any,** as though one should say not eten 
the least, not so much as the smallest ; and sometimes again a very great ^ 
as though it were expressed in this manner, /ary#*(Wi heing the least 
or smaUest. Now, since they are susceptible of two significalions whicH 
tre bot only different, but contrary, they ought to be totally laid aside. 
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AMBIGUITY. 

194. THE double meaniffg arises, not from the u^e of 
equivocd terms, but solely from the construction; and is 
therefore distinguished by the name ambiguity, (See Art. 
190. and Iltus, also Art, 151.) 

lUus. In the use of |?ron(7Uiis, the reference to the antecedent should 
be so unquestionable, that no false meaning could possibly be sugges- 
ted by the manner of construing the words of which a sentence may 
be composed. 

Examples^ ** Solomon, the son of David, who built the temple at Je« 
rusalem, was the richest monarch that ever reigned over the Jewish 

Seople," and ** Solomon, the son of David, wJio was persecuted by 
aul, was the richest monarch." 

Analysis, in these two instances, the who is similarly situated ; yet 
in the ^rmer, it relates to the person first mentioned ; in the latter, t6 
the second. And some previous knowledge of the history of thos^ 
kings is necessary to enable any reader to discover this relation to 
tbe one or to the other. 

Correction, ** Solomon, the son of David, and the builder of Htut 
temple of Jerusalem, was the richest monarch.'* 

Example 2. The following quotation exhibits a triple t^nse, lyisaDf 
from the indeterminate use of the relative. 

** Such were the contauri of Ixion'i mm, 
ffho a bright cloud for Juno did embroee.*'* 

Analysis. Who embraced the cloud, the centaurs, Ixiony or his raiee f 
The reuktive ought grammatically to refer rather to the centaurs, tbaa 
to either of the other two, and least of all to /xum, to whom it w«» 
intended to refer. 

19o. The relatives tbhoy wih%c\ that, whose and whnn^ 

often create ambiguity, even when there can be no doubt ia 

regard to the antecedent. > 

lUus. 1. These pronouns are sometimes evpU^ative, sometimes de« 
terminative. They are explicative when they serve merely for th* 

f Pinhf^p >• Pn>f !«■• of l4»arDi»f t ^ 
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Qlustr^tien of the siibieet, hj pointlDg out either wine property, or 
Mme circumstance belonging to it, leaving it, howerer, to be under* 
'«loo() in its full extent. 

Ezamplei, ** Man, who is bora of a woman, ie of few days, and fall 
•f trouble." •< Godliness, which with contentment is great gain, hat 
the promi^ both of the present life, and of the future." 

Analynt, The clause, <« who is born of a woman," in the first ex- 
ample, and ** which with contentment is great gain," in Uie aeeond» 
point to (certain properties in the antecedent, but do not restrain their 
signification. For, should we omit these clauses altogether, we could 
fay with equal truth, " Man is of few days, and lull of trouble,** 
'* Godliness has the promise both of the present life, and of the future.'* 

lUus. 2. On the other hand, these pronouns are determinative, when 
Ihey are employed to limit the import of the antecedent. 

Examples. ** The man that endureth to the end shall be saved.*' 
** The remorse, which issues in reformation, is true repentance." 

Analysis. Each of the relatives here confines the signification of iti 
antecedent to such only as are possessed of the qualification mention- 
ed. For it is not affirmed of every man that he shall be saved ; nor of 
all remorse, that it is true i^pentance. 

196. From the above examples, it may fairly be collected, 
that with us the definite article is of great use for discrimi* 
Sfating tbe explicative sense from the determinative. In th9 
first case it is rarely used, in the second, it ought never to 
he omitted^ unless when something still more definitive, 
such as a demonstrative pronoun, supplies its place. {Art. 
67. lUus,) 

Example. " I kpow that all words which are 'signs of complex ideae, 
furnish matjter of mistake and cavi}."* 

Analysis. As words, the antecedent, has neither the article nor a 
demonstrative pronoun to connect it with the subsequent relative, it 
should seem that the clause, ** which are signs of complex ideas,** 
was merely explicative, and that the subject, words, was to be under* 
•toed in the utmost latitude. This could not be the noble writer's 
sense, as it would be absurd to affirm of aU words, that they are stgna 
•f complex ideas. 

Correctioh. '^ I know that all the words which are signs of complex 
ideas ;" or, ** I know that all those words which are signs." Either of 
these ways makes the clau^ beginning with the relative serve to limit 
the import of tbe antecedent. 

197. In numberless instances we find the pronouns his 
and he used, in like manner, Ambiguously ; and the latter 
especially when two or more males happen to be mentioned 
in the same clause of a sentence. 

Ohs. In such a case, we ought always either to give another turn 
la the expression, or to use the noun itself, and not the pronoun ; for 
when the repetition of the woi*d ia necessary, it is not offi^nsive. {Wus, 
S.jr. \U. and Art, 152.) 

* BoUnf broke*! DiMorUtion on Parties, Loci. 13. 
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W8, There is ina^ectiveSy especially, a great risk of ofw* 
higuity, when they are not joined to the substantives to 
which they belong. (iZjus . 5. p. 111.) 

KRju, 1. This hazard arises, in our language^ from our adjectives 
having no declension, by which case, number, and gender are distii>- 
guished. Their relation, therefore, is not otherwise to be ascertained 
than by their place. (lUus. S //. p, 64.) 

Example. " God heapeth favours on his servants, ever liberal and 
foitiiful." 

^nalysU, Is it God or his servants that are ever liberal and faith* 
ful ? I| the former, then the sentence should run thus ; " God, ever 
liberal and faithful, heapeth favours on his servants.*' If the latter > 
then " God heapeth favours on his ever liberal and faithful servants,*^* 
or "his servants who are ever liberal and faithful." 

lUtu. 2. Two or more adjectives are sometimes piade to refer to tha 
same substantive, when, in met, they do not belong to the same thing, 
but to different things, which, being of the same ldnd,.are expressed 
by the same generic name. 

Example. " Both the ecclesiastic, and the secular powers concur- 
red in those measures." 

.^na/ysts. Here the two adjectives, ecclesiastic and secular, relate 
to the «ame substantive, powers, but do not relate to the same individ- 
ual things ; for the powers denominated ecclesiastic are totally dif- 
ferent from those denominated secular. This too common idiom may 
be avoiiied either by repeating the substantive, or by subjoining the 
substantive to the first adjective, and prefixing the article to the se- 
cond as well as the first. 

Correction. " Both the ecclesiastic powers, and the secular concur- 
red in those measures," or, " Both tiie ecclesiastic powers, and the 
secular powers ;" but the former is perhaps preferable. 

199. The construction of substantive nouns is sometimes 
aahiguous, {Illus, 4. p. 111.) 

Example 1. ** You shall seldom find a dull fellow of good educa- 
tion, but (if he happen to have any leisure upon his hands)- will turn 
his head to one of those two amusements for all tools of eminence, 
politics or poetry."* 

Analysis. The position of the words jpoZifi^s or poetry makes one at 
first imagine, that along with the term eminencct they are affected by 
the preposition of, and construed with fools. The repetition of the t» 
afler eminence would have totally removed the ambiguity. 

Example 2. " A rising tomb the lofty column bore."t 

Analysis. Did the tomb bear the column, or the column the tomb \ 
But this fault is frequent, in the construction of substantives, especially 
in verse, when both what we call the nominative case and the accusa- 
tive are put before the verb. As in nouns those cases are not distin- 
guished either by inflection, or prepositions, so neither can they be 
lUstinguished in such instances by arrangement. 

200. AnUngteity in using the conjunctions. 

Example, ** At least my own private letters leave room for a politi- 



• Spectator, No. 43. f Pope's Odygsey, Book 19. 
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dan, well yeraed in matten of this nature, to siupect a$ tmuk, a$ a 
penetrating friend of mine tells me." 

Analysis. The particle asj vhicb in this sentence immediately pre- 
cedes the words a penetrating friend, makes frequently a part of tnesa 
compound conjunctions as mum ob, as weU as, as far ai. It will, there- 
fore, naturally appear, at iirst, to belong to the words as muehf which 
immediately precede it. But as this is not really the case, it ought Id 
have been otherwise situated ; for it is not enot^h that it is separated 
by a comma, these smidl distinctions in the pointing being but too fre* 
quently overlooked. 

Correction* ** At least my own private letters, as a penetrating 
Iriend of niine tells me, leave room for a politician well versed m 
matters of this nature to suspect, as much.*' 

201. Sometimes a particular clause or expression is m 
fiitaated, that it may be construed with eUferent members of 
the same sentence, and thus exhibit different meaning$» 
{llhis. S.p. 112. and Art. 151.) 

Example. " It has not a word but what the author religioualy tfafaikt 
m it."* 

AnalTfSis. One would at first imagine the author's meaning to bo» 
that it had not a word which the author did not think to be in it Al- 
ter^ a little the place of the last two words, and supply the ellipsis, aod 
the ambiguity will be removed. 

Cor:ieetion. '' It has not a word in it, but what the author religionaiy 
thinks it should contain." 

202. The squinting construction, f another fertile source 
of ambiguity, is, when a clause is so situated in a sentence, 
that one is at first at a loss to know whether it ought to be 
connected with the words which go before^ or with thost 
which come after. 

Example. ^* As it is necessary to hare the head clear, as well as fbm 
complexion, to be perfect in this part of learning, I rarely mingle 
with the p&en, but frequent the tea tables of tiie lad&."t 

Analysis. Whether, ** to be perfect in this part of learning, is it ne* 
cessary to have the head clear as well as the complexion ;" or, " to 
be perfect in this part of learning, does he rarely mingle with the 
men, but frequent the tea tables of the ladies ?" Which ever of ~ 
be sense, the words ought to have been otherwise arranged. 

• Gnrdian, No. 4. t OfMlnieCiM ItmJU, it is calkd Inr tibs Fitoeh. 

tChianlian,ND.10. 
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CHAPTER VII. 

i 
\ 

OF THE UNINTELLIGIBLE. 

203. UNDER the article precision. Chapter IV, of Book 
II., hut more particularly in Ilhis. 6. Art, 181, it was ob* 
served generally, that a speaker may express himself ob- 
Bcurely, and so convey his meaning imperfectly to the mind 
of the hearer. In Chapter VI. of this book, it was shewh^ 
that he may express himself ambiguously, and so, along with 
his own, convey a meaning entirely different. In this 
Chapter, we shall shew that he may even express himself , 
nmnteiligibly, and so convey no meaning at aU. This faub 
arises, 

* Ist. From great confusion of thought, accompanied with 
intricacy of expression: {Art. 121. TUus,) 

2dly. From affectation of excellence in the diction : 
. 3dly. From a total want of meaning. 

I^irst. The uninteUij^iblc from confusion of thought. 

204. Language is the medium through which the senti* 
ments of the writer are perceived by the reader. (Art, 
181.^ And though the impurity, oi' the grossness of the 
medium, will render the image obscure or indistinct, yet no 
purity in the medium will suffice for exhibiting a distinct 
and unvarying image of a confused and unsteady object.* ' 

nivs. There is a sort of half-formed thoughts, which we fomclimcs 
find a writer impatient to give the wortd, before he himself is fully 
possessed of them. Now, if Ihc^wiiter himself peiccive confuscdl|r 
and imperfectly the sen'iment?, which he would communicate, it is a 
thousand to one, the reader will not perceive them at all. 

Example 1. In nimple sentences^ Sir Richard Steele, thouji^h a mail 
of sense and genius, was a ^reat nias'er in this style ; fpeAkinyr of 
tome of the coffee-house politicians, " I have observed," says he> 
'Uhat the superioii'y among these, pioceeds from' an opinion of ga>b> 
lantry and fashion."t 

^nalffsis. Thij sentence, considered in i'self, evidently conveys no 
meaning. First, it U not said, whose opinion, their own, or that of 
otliers; secondly, it is not said what opinion, or of what sort, favour- 
able or unfavourable, true or false, but in general an opinion of gid» 
lantri/ und fashion, which contain} no definite expression of any mean-* 

*■ "• ■■ » ■ ■ Ill — »— ■ ■ I ■— ^i^^^^^^^^^.— ^ ■ ^ — — ^ I I I ^1 ■ i»i ■■ ■■■■■■■■■ ■»^ **■ I ■ ii» 

* Tiio ili<tit)ction8 i:i M>in** (IcfHtrtmflnlfl nftltifiCrtuiuniiTur Rhetorir, nro t>o nice, 
thai ilu^y ciifTi-r not i i kind, imt in (It'griN*, tVuiii ono nnolhcr : yet, if liip ini«*rme(liiito 
itc,|H, hy which wt litivo |KM!ie:i fViuii one to tho othnr, bo ruimivul, wo sihnll nt onco 
|«Qrc«!n*o huw ueooasary tlufy were tii it full df^vcltipuKMit of the iirt. Withunt nticid- 
tng tt> tlii« rvnuirk, tliey wImi hiivo hut KM|iorH(inlly ghuiced iit titii* chaptitr, wniil I hm 
roaily to CO Hilar it u repuliti n ufOwi tirticlo prec.tfia.i *, yet ii it totiilly dijliiict, M 
very littUi gagacity nin/ soon discover. 

t SiMic tutor No. 49. 
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Ing. With the Joint assijiancc of the context, reflection and conjec- 
ture, wj shall parhap) concluda that the author intended to say, th«t 
ths rau'x among thcio pjliiiciaai, was determined by the opidion gen* 
erally entertained of thj ran.c in point of gallantry and fa.shion that 
ca:!h of them had attained. 

Example 2. Of a cjtmplex sentence, which conveys indeed the duHi 
«5t spjcijs of the unintelligible. " Th3 serene aspect of these writer!, 
jointid with the great encouragement I observe 'n aiven to another, 
or, what U indeed to be suspected, in which he indulges himself, con- 
firm 3 J m3 in the nolioa i have of the* prevalence of ambition thii 
way."* 

Anatysis, Wa? it the serene aspect of these writers that confirmed 
him in the notion he had of the prevalence of ambition? And if 8d» 
wan the prevalence of thij ambition a prevalence to obtain, or to pre- 
serve a *' serene aspect.' or to become writers/*' Again, was great 




.givento .^- 

aulges himseli." In what ? thii encouragement, or a serene aspect? 
In short, the writer talks downright noaienje, for the sentence admit* 
not of decomposition. 

235. Secondly, The unintelligible from affectation of 
excellence. In. this there is always something figurative; 
but the figures are remote, and things heterogeneous are 
combined. 

Example 1. In a sinipZe sentence. The Guardian, speaking of meek* 
ness and humility, says, «^ This temper of soul, keeps our understaadf 
ing ti^ht about tM."t 

Analysis. This is an tneoagruons metaphor. The understanding ii 
made a girdle to our other mental -faculties; for the fastening of whieU 
|;trdle, meekness aad humiHty serve as a baekle. 

Example 2. Yet When that flood in its own depths was drowned. 
It left behind it false and slippery ground.^ 

Arwlysis, 7*he firstof t^ese lines is marvellously nonsensical. It in* 
forms us of a prodigy never heard of before, a drowned flood ; nara 
which is still more extraordinary, a flood,* that was so excessively 
deep, that after leaving nothing else to drown, ifiximedfelo'de^se, and 
drowned itself. And doubtless, if a flood can be in danger of drown* 
lag itself, the deeper it is, the danger must be the. greater. So far, at 
least, the author talks consequentially. The first line itself has no 
meaning ; but the author intended to say, " When the waters of the 
deluge had subsided.^ 

Example 3. In a complex sentence. '* If the savour of things Hea 
ero» to honesty, if the fancy be florid, and the appetite high towards 
the subaltern beauties and lower order of wordly symmetries and pro* 
portions, the conduct will infallibly turn this latter way.'*} 

Analy$iM. Here we have lofty images and high sounding words, bnt 
where shall we find the sense ? The meaning, where there is a mean- 
ing, cannot he said to be communicated and adorned bv the words, 
bnt is rather buried under them. The French critics call this speciea 

—II ■ * 1 ■■■■■■ ■■ ■■■■■■■ p ■■ I I I I I »> I — w 1— ■^■■w^— ^^1^— ^^^^p— ^—— i— ^^w* 

* Guardian, No. 1. f Ibid, t Ory<lea'i Panefyric on the Coronatioa of Charles II* 
( Chsr9et«ri<tiu, Vol. HI. Mi«e. II. eh. 3. 
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of writing, or of figure, ^atimaftof; the English called it ftom^off; ud 
we may properly define it the sttblinie of rumsense, 

JExample 4. '* But what can one do ? or how dispense with these 
darker disquisitions, and moon-light voyagers, when we hare to deal 
with a sort of moon-blind wits, who, though very acute and able in 
their kind, may be said to renounce day-Tight, and extinguish, in a 
manner, the bright visible world, by allowing us to know nothing be- 
side what we can prove, by strict and formal demonstration."* 

Analyvis. It must be owned, that the condition of those wits is truly 
deplorable ; for though very acute and able in their kind, yet beinc 
moon-light blind, they cannot see by night; and having renounced 
day-light, they will not see by day ; so that, for any use they have of 
their eyes, they are no better than stone blind* it is astonishing, too, 
that' the reason for rendering a moon-light voyage indispensable, is, 
tiiat we have moon-blind persons only for our company, the very pei> 
•on which, to our ordinary understanding, would render such a voy* 
«ge improper. 

O ! quanta spedes, inquit, ast cerebrum non habet. 



CHAPTER VIII. 

tHE VARIOUS SPECIES OF THE UNINTELLIGIBLE. 

206. THE UNINTELLIGIBLE y from want of meaning in 

1^ writer^ proceeds from vacuity of thought. Here the 

sentence is generally simple in its structure, and the coa- 

Btruction easy. 

Rlua. Let us contrast this with the unintelligible proceeding from 
confusion of thought, ^con^anied with intricacy of expression. In 
this last, you hesitate at certain intervals, and retrace your progress ; 
finding yourself at a loss in the terms, and at a loss for the meaning, you 
ithen try to construe the sentence, and to ascertain the signification of 
the words. By these' means, and by the help of the context, you will 
possibly come at last at what the author would have said. In the un- 
intelligible, from want of meanings provided words glaiingly unsuita- 
ble are not combined, you proceed without hesitation or doubt. You 
never suspect, that you do not understand a sentence, the terms of 
which are familiar to you, and of which you perceive distinctly the 
grammatical -order. But if, by any means, you are induced to think 
more closely on the subject, and to peruse the words a second time 
more attentively ; you will then begin to suspect them^ and at leng;th 
discover, that they contain nothing, but either an identical proposition, 
which conveys no knowledge, or a proposition of that kind, of which 
you cannot so much as affirm, that it is' either true or false. Sometimes 
pompous metaphors, and sonorous phrases, are injudiciously employed 
to add dignity to the most trival conceptions ; sometimes they are 
made the vehicles for nonsense. In madmen there is as great a varie- 
ty of character, as in those who enjoy the use of their reason. In like 

* CharacterUties, Vol. III. Misc. IV. 
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msnncr, k mfty ht said of nonsense, that, in writing it, there is ta grett 
scope for variety of style, as there U |n writing sense. 

207. First, the puerile, which Is always produced when 
an author runs on in a species of verbosity, amusing his read- 
er wifh synonymous terms, and identical propositions, well 
turned periods, and high sounding words ; but at the same 
time, using those words so indefinitely, that the reader can 
either affix no meaning to them at all, or he may almost afl&z 
any meaning that he pleases. 

Example. ** Whatever renders a period sweet and pleasant, makM 
it 9l» graceful ; a good ear is the girt of Nature ; it may be much im- 

{ proved, but not acquired by art ; whoever is possessed of it will scarce^ 
y need dry critical precepts to enable him to judge of a true rfaythmut, 
and melody of composition : just members, accurate proportions, a 
musical symphony, magnificent figures, and that deeorumf which it 
the result of all these, are unison to the human mind; we are so fram- 
ed by nature, that their charm is irresisfible. Hence all ages and 
nations have been amit with the. love of the Muses."* 

Analyais, Through the Whole paragraph, the author proceeds in the 
same careless and desultory manner, aiflbrdine at times some glim- 
merings of sense, and perpetually ringing the changes in a few favour* 
Ite words and phrases. 

Example 2. From harmony, from heavenly harmony, 
This universal frame began ; 
Troin harmony to harmony, 
Through all the compass of the notes it raa, 
The diapason closing full in man.t 

Analysis, This is of the same signature with the former ; there is not 
even a glimpse of meaning through all the compass of the words ; but 
in writings of this stamp, we must accept qf sound, instead of sense, 
being assured, at least, that if we meet with littl^ that can inform the 
Judgment, we shall find notliing that will offend the ear. 

208. The learned nonsense is another species of the 
unintelligible: and scholastic theology is considered the 
most firuitful source of this species of nonsense, unless, per* 
haps, we include also antiquarian researches. The more 
incomprehensible the subject is, the greater scope has the 
declaimer to talk plausibly, without any meaning. Alee 
the deeper any speculation be buried in the darkness of re- 
mote antiquity, the wider the field for most excellent mat* 
ter of contemplative amazement. 

IttUM. To both these atyle$ of the unintelligible, the Hnes of the bard, 
addressed to the patroness of sophistry, as well as dulness, are admir»- 
biy adapted. 

" Explain upon a thing till all men doubt it; 
And write about it, goddess, and about it. "| 

*' ' ' ' ■» I III I , —— ^i» 

* G«ddM on the eonpotiiion of the Aneioat*, Sect. U 
f Orx«imi*« Ode fix St. CeeiU»>i imy, t Omieisd. 
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Example. ** Nothing is there to eome, and nothing poHp 
Hut an eternal now does always last."* 

J9nalyai$, What an insatiable' thirst hath this bastard philosophy for 
absurdity and contradiction ! In these school metaphysics, a now 
that lasts ; that is, an instant which continues during succeyive in- 
stants ; an eternal now ; an instant that is no instant, and an eternity 
that is no eternity, is a mere figment of human ims^ination, a rhap* 
Body of the transcendent unintelligible. 

209. The third species we shall denominate the prof aimd. 

It is most commonly to be met with in political writings. 

No where else, in the present day, do we find the merest 

nothing set oiT with an air of solemnity, as the result of 

very deep thought and sage reflection. But let us hear a 

politician of the old school. 

Example, 'Tis agreed, that in all governments, there is an absolute 
and unlimited power, which naturally and orginally seems to be 

S laced in the whole body, wherever the executive part of it lies. This 
olds of the body natural ; for wherever we place the beginning of 
motion, whether from the head, or the heart, or the animal spirits in 
general, the body moves and acta by consent of all its parts.t 

Analysis. The first sentence in this passage contains one of the most 
hackneyed maxims of the writers on politics ; a maxim, however, of 
which it will be more difficult than is commonly imagined, to discov- 
er, not the justness, but the sense. The illustration from the material 
body, contained in the second sentence, is indeed more glaringly non- 
sensical. It is utterly inconceivable to affirm what it is that consti- 
tutes this consent of all the parts of the body, which must be obtained 
previously to every motion. Yet the whole paragraph from which 
Xhis quotation is taken, has in it such a speciousness, that it is a ques- 
tion, if even a judicious reader will, on the first perusal, be sensible 
of the defect. 

210. The marvellous is the last species of nonsense that 

we shall exemplify. It is the characteristic of this kind, 

that it astonishes, and even confounds, by the boldness. of 

the affirmations, which always appear flatly to contradict 

the plainest dictates of common sense, and thus to involve 

a manifest absurdity. 

Example. ** Nature in herself is unseemly, and he who copies her 
servilely, and without artifice, will always produce something poor» 
and of ft mean taste. What is called load in colours and lights, can 
only proceed from a profound knowledge in the values of colours, and 
from an admirable industry, which makes the painted objects appear 
more true, if I may say so, than the real ones. In thi3 sense, it may 
be asserted, that in Rubens* pieces, art is above nature, and nature 
only a' copy of that g;reat master's works."^ 

>!■ ■ I ■ I II »l ■ . 1 . . . II I . 

* Cowley's Davklois, Book I. 

i Swift's Diseourse of the Contests and Dinensions in Athens and Rome. 
'* La Nature est in^rate d'olie mftme et qui s'attaoheroit a la copier simplemont 
cotnme elle est, ut sans artifice, foroit toujours queique cbose da pauvrc et d'un tria 
«etit goQt. Ce quo voas ooinaicz exagerations daua le« uouleura, et darn ks laoiieraa 
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. Jinalyns, What a strange subversion, or inversion, if yott will, of 

all the most' obvious and hitherto undisputed truth's ! Not satisfied 
with affirming the unseemliness of every production of Nature, whom 
this philosopher has discovered to be an arrant bungler, and the im- 
mense superiority of human art, whose humble scholar dame Nature 
might be proud to be accounted, he rises to asseverations, which shock 
all our notions, and utterly defy the powers of apprehension. Paint- 
ing is found to be the original ; or rather Rubens' pictures are tho 
oo-iginal, and nature is the copy ; and indeed, very consequentially, the \ 
former is represented as the standard by which the beauty and perfec- 
tions of the latter are to be estimated. Nor do the qualifyihg phrases, 
** If I may say so," and " in this sense it may be asserted," make here 
ihe smallest odds. Fop as this sublime critic has no where hinted what 
sense it i» which he denominates " this sense," no reader will be able 
to conjecture, what the author might Jiave said, and not absurdly said 
to tho same effect. When the expression is stripped of the €&surd 
meaning, (^rt. 204.) there remains nothing but balderdash, an un- 
meaning jumble of words, which at first seem to announce some great 
discovery. 

Example 2. Witness, as another specimen of the same kind, tho 
famous prostration of an hermc lover,' in one of Dryden's plays ; 

« My wound is great, beeaiue it if so small." 

Analysis. The nonsense of this was properly exposed, by an extem- 
pore verse of the Duke of Buckingham, who, on he^uring this line, ex 
claimed, in the house. 

It would be greater, were it none at all. 

Conclusion. Thus have we illustrated, as far as example can illu»* 
trate, some of the principal varieties to be remarked in unmeaning 
sentences or nonsense; the puerile, the learned, the profound, and 
the marvellous ; together with those other classes of the unintelligible^ 
arising either from confusion of thought, accompanied Witii intricacy 
of expression, or fiom an excessive aim at excellence in the style and 
manner. 



CHAPTER IX. 

OF THE HARMONY OF PERIODS. 



211. IN the HARMONY OF PERIODS, two things may be 
considered. First, agreeable sound, or modulation in gene- 
rftl, without any particular expression : next, the sound so 
ordered, as to become expressive of the sense. The first is 
the more common ; the second the higher beauty. 
• ■' ' ■ ■ . .11 I ■■ I. , I , >i , ^ 

aet une admirable indtiatr^e que fait paroitre les objects peints plus r6ritables, s'il font 
ainsi dtre, que les v^ritables ra^mes. C'ent aiiisi que les tableaux de Rubens sont plus 
beaux eue la Nature, la quelle aemble n'dfte (jue la copie des oiivracev de oo grand 
homroe.'' Receuil de divert ouvragegur la petuturoet lecoloris. F^ M. do riles 
Paris, 1775. p. 223. 
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0b9, Agreeable sound, in genera], w the property of a well eon* 
etructed senteiuse. Tbis beauty of musical construction in prose de- 
pends upon two things ; the choice of tDords, and the arrangemenjt of 
them. 

212. Those words are most agreeable to the ear which 

are composed of smooth and liquid sounds, where there it 

a proper intermixture of vowels and consonants; without 

too many harsh consonants grating upon each other ; or too 

many open vowels in succession, to cause a hiatus, or disa* 

greeable aperture of the mouth. {Hhis, Art, 13.) 

lUus, It may always be assumed as a principle, that, whatever 
•ounds are difficult in pronunciation, are, in the same proportion, 
harsh and painful to the ear. Vowels give softness; consonants, 
■trength to the sounds of words. The music of language requires ft 
just proportion of both ; and it will be hurt, and rendered either grat- 
ing or efieminate, by an excess of either. Long words are commonly 
more agreeable to the ear than monosyllables. They please it by the 
composition or succession of sounds, which they present to it ; and, 
accordingly, the most musical languages abound most in polysvllablea. 
Among words of any length, those are the most musical, which do not 
run wholly either upon long or short syllables, but are composed of an 
intermixture of them ; such as, r^ent, produce, telocity, celerity, tn- 
dtpendent, impetuosity, 

213. The harmony which results from a proper arrange- 
ment of the words and members of a pieriod, is complex^ 
Mtkd of great nicety. For let the words themselves be ever 
80 well chosen, let them sound ever so well, yet, if they be 
ill disposed, the music of the sentence is utterly lost. {8cho» 
Hum, p. m. Art, 138.) 

iUu8. 1. In the harmonious structure and disposition of periods, no 
writer whatever, ancient or modern, equals Cicero. He had studied 
this with care ; and was fond, perhaps to excess, of what he calls the 
** plena ac numerosa oratio.'* We need only open his writings to 
find instances that will render the efiect of musical language sensible 
to every ear. 

2. As an instance of a musical sentence in our own language, we 
may take the following from Milton's Treatise on Education : " We 
shall conduct you to a hill-side, laborious, indeed, at the first ascent; 
hut else, so smooth, so ^reen, so full of goodly prospects, and melodi- 
ous sounds on every side, that the harp of Orpheue was not more 
charming." 

.^na/ysts. Every thing in this sentence conspires to promote the har- 
mony. The words are happily chosen ; full of liquids and soft sounds ; 
Morunu, emooth, green, goodly, melodiow, ciMrming: and these 
words so artfully arranged, that were we to alter the collocation of any 
one of them, we should, presently, be sensible of the melody^s suffer- 
ing. For, let us observe, how finely the members of the period swell 
one above another. *' So smooth, so green,*'—" so full of goodly proe* 
pects, and melodious sounds on every side ;" — till the ear, prepared by 
this gradual rise, is conducted to that full close on which it rests with 
pleasure ;— " that the harp of Orpheus was not more charming.*' 
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214. The structure of periods, then, being susceptible of 
t very sensible melody, our next inquiry should be, how this 
melodious structure is formed, what are the principles of it, 
and by what laws is it regulated 1 (Art, 138. lUus.) 

Obs. The ancient rhetoricians have entered into a very minute and 
particular detail of this subject ; more particular, indeed, than into any 
other that regards language. 

lUus, They hold, that to prose, as well as to verse, there belong 
certain numbers, 4ess strict indeed, yet such as can be ascertained by 
rule. They go so far as to specify tiie feet, as they are called, that is, 
the succession of long and short syllables, which should enter into the 
different members of a sentence, and to shew what the effect of each 
of these will be. Wherever they treat of the structure of sentences^ 
it is always the music of them that makes the principal object. 
Cicero and Quinctilian are full of this. The other qualities of precis- 
ion, unity, and strength, which we consider as of great importance, 
they handle slightly ; but when they come to the "junctura et nttme- 
rus" the moduIatioD and harmony, there they are copious. Dyonisius 
of Halicamassus, one of the most judicious critics of antiquity, wrote a 
treatise on the Composition of Words in a Sentence., which is altogeth- 
er confined to their musical effect. He makes the excellency of a sen- 
tence to consist in four things ; first, in the sweetness of single sounds ; 
secondly, in the composition of sounds ; that is, the numbers, or feet ; 
thirdly, in change, or variety of sound; and, fourthly, in sound suited 
to the sense. On all these points, he writes with great accuracy and re- 
finement, and is very worthy of being consulted. 

2. The ancient languages of Greece and Rome, were much mor« 
fasceptible, than our language is, of the graces and the powers of mel- 
ody. The quantities of their syllables were more fixed and determin- 
ed ; their words were longer and' more sonorous ; their metliod of va- 
rying the terminations of nouns and verbs, both introduced a greater 
variety of liquid sounds, and freed them from that multiplicity of litde 
auxiliary words which we are obliged to employ ; anil, what is of the 
greatest consequence, the inversions which their languages allowed, 
gave them the power of placing their words in whatever order wa» 
most suited to a musical arrangement. All these were^ great advan- 
tages, which they enjoyed above us, for harmony of period. 

215. The doctrine of the Greek and Roman critics, on 
this head, has misled some to imagine, that it might be 
equally applied to our tongue ; and that our prose writing 
mi^ht be regulated by spondees and trochees, and iambuses 
and paeons, and other metrical feet. 

Obs. 1. But, first, our words cannot be measured, or, at least, cao 
be measured very imperfectly by any feet of this kind. For the quan- 
tity, the length and shortness of our syllables, is far from being so fix- 
eA and subjected to rule, as in the Greek and Roman tongues; but 
very often left arbitrary, and determined only by the emphasis and tho 
tense. 

2. Next, though our prose could admit of such a metrical reflation, 
yet, from our plainer method of pronouncing every species of discourse, 
the effect would not be at all so sensible to the ear, nor be relished 
with 80 much pleasure, as among the Greeks and Romans. 
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4L And, lastly, tbia whole doctrine about the measures aod nutnbert 
of prose, oven as it has been delivered by the ancient rhetoricians 
themselves, i^, in truth, in a p-cat measure, loose and uncertain. It 
appears, indeed, that the melody of disccurse was a matter t)f infinitely 
more attention to them, than ever it has been to the moderns. But 
though they write a great deal about it, they have never been able to 
reduce it to any rule.) which could be of real use in practice. 

Ilht8, If we consult Cicero*s Orator ^ where thij point i^ discussed 
with the most minuteness, we shall see how much these ancient critics 
differed from one another, about the feet proper for the conclusion, and^ 
other parts of a sentence; and how much, after all, was left to the 
judgment of the ear. Nor, indeed, is it possible to give precise rules 
ooncerniQg this matter, in any language ; as alt' prose cowpositioa 
must be allowed to run loose in its numbers ; and, according as the 
tenor of a discourse varies, the modulation of. sentences must vary io- 
fini^tely. 

216. But though this musical arrangement cannot be re- 
duced into a system, every one who studies to write with 
graice, or to pronounce in public with success, will find him* 
self obliged to attend to it not a little. But it is his ear, cu)» 
tivated by attention and practice, that must chiefly direct 
him. For any rules that can be given on this subject, are 
very general. There are some rules, however, which may 
be of use to form the ear to the proper harmony of discourse. 

217. There are two things on which the music of a sen- 
tence chiefly depends. These are, the proper distribution 
of the several members of the sentence ; and the close or 
cadence of the whole. (Ari, 134.) 

218. First, the distribution of the several members. It is 
of importance to observe, that whatever is easy and agreea- 
ble to the organs of speech, always sounds grateful to the 
ear. While a period is going on, the termination of each of 
its members forms a pause, or rest, in pronouncing : and 
these rests should be so distributed, as to make the course of 
the breathing easy, and, at the same time, should fall at such 
distances, as to bear a certain musical proportion to each 
other, (^r^ 144.) 

Example 1. "This discourse concerning the easiness of 6od*t 
commands, does, all along, suppose and acknowledge the difficulties of 
the first entrance upon a religious course ; except only in those person* 
wh6 have had the happiness to be trained up to religion by the eaqr 
and insensible degrees of a pious and virtuous education."* 

Analysis, Here there is no harmony ; nay, there is some deeree of 
harshness and unpleasantness ; owing principally to this, that there is, 
properly, no more than one pause or rest in the sentence, falling betwixt 
the two members into which it is divided ; each of which is so long, as 
to occasion a considerable stretch of the breath in pronottnciDg it. 
«■ ' ' I ■ .. I. . Ill i ' — 

*TiiloCMa 
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Example 2. Observe, now, on tfke otfaer hand, the easie wkh which 

the following sentence, from Sir William Temple, {glides along, and the 
graceful intervals at which the pauses are placed. He is speaking sar* 
casUcally of man : ** But, God be thanked, his pride is greater than hi* 
ignorance, and what he wants in knowledge, he supplies by sufficien- 
cy. When he has looked about him, a? far as he can, he concludes* 
there is no more to be seen ; when he is at the end of bis line, he i^at 
the bottorh of the ocean; when he has shot bis best, he is sure none 
ever did, or even can, shoot better or beyond it. His own reason be 
boidi to be the certain measure of truth ; and his own knowledge, of 
what is possible in nature."^ 

Analysis. Here every thing is, at once, easy to the breath, and 
grateful to the ear; and it is this sort of flowing measure, this regular 
and proportional division of the members of his sentences, which ren- 
ders Sir William Temple's style Always agreeable. We must observe, 
at the same time, that a sentence, with too many rests, and these placed 
At intervals too apparently measured and regular, is apt to savor of 
eflfectation. 

219. The next thing to be attended to, is the close or ca- 
dtnce of the whole sentence, which, as it is always the part 
most sensible to the ear, demands the greatest care. *' Let 
there be nothing harsh or abrupt in the conclusion of the 
sentence, on which the mind pauses and rests. This is the 
most material part in the structure of discourse. Here ev- 
ery hearer expects to be gratified; here his appiatise breaks 
forth, "t 

229. The only important rule that can be given here, is, 
that when we aim at dignity or elevation, tfa^e sound should 
be made to grow to the last ; the longest members of the pe» 
riod,^ and the fullest and most sonorous words, should be re* 
served to the conclusion. 

Example,- " It fills the mind (i. e. sight) with the largest variety 
of iJeas ; converses with its objects at the greatest distance ; and con- 
tinties the longest in action, without being tired or satiated with ita 

propsr eajoyraents."^ 

Analysis, Every reader must be sensible of a beauty hiire, both in 
the propsr division of the members and pauses, and the manner in 
which (he sentence i$ rounded, and conducted to a full and harmonious 
cloje. The siojht fills the mind with the largest variety of ideas, and 

» I I ■ '■ Ill ■ , II : • :• I 

■** Or tliifl i.isitaticc. He is a(l.lre.4><iii» iiiiUiUiir to L:i(jy E«svx, upnu the doalh of het 
ehil i : " i wa^ once i i Iiu|K), tiiMt wliat wat kj viiluiil cuol I not ba I m^ : but, when I 
«»btH*rvc.l yuur grief to u'ruw slrongcr with ugc, iiiid to iiicruiiMi, ]ike a utruam, tho 
fitxUvr it rati ; wltea I unw-it draw out to such u.ihn|)py co lac |U(nicP4,an-l to Ihrcutcn,' 
no Ui*» than your chiKI, your health und your lite, ( c«>ui.t no iunger forbear thit 
endeavour, nor eui it without bfg<;in9 of yuu, for Gud'jt sake and for yoyr own. 
lor yonr chiLlrun and your frie:i(N, yuur country and your family, that you would 
no ijugtjr Hban.li»:i yourself to a discon.'<olatc ])aMio i ; hut that you would, at Tength, 
awaken your piety, gtVu way to your prudence, or, at least, ruuau tho invincible spirit 
«f tlie P'iccy^, thit wivet yet ^^iliruik at any d'm*tot.^* 

t ** Non igitur durum nil, neitue abruptum, quo animi, volut, respirant ac refic»ttii» 
tur. liiBC est sedu4 oratioai:(; hue auditor c.\poctat; Jiic laus omais declaauxt." 
f^utnctilian. 

X Ad.tisjUt 
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■it conTeraes with them. To ieatient natures, this is a pleasure ; but it 
converses with them at the greatest distance, and must necessarily in- 
crease this pleasure. For what can be more agreeable than the com- 
merce of communication with distant objects ? but how is this agceea- 
bleness heightened, by its beine kept long in action, and that too withp 
out being tired or satiated with its proper enjoyment ? 

221. The same holds in melody, that was obsenred to 
take place with respect to significancy ; that a falling off at 
the end is always injurious to the object which the speaker 
has in view. For this reason, particles, pronouns, and little 
words, are as ungracious to the ear, at the conclusion, as we 
formerly shewed they were inconsistent with strength of ex* 
pression. {Art. 176, 177, 178, and 179.) 

Obs. The sense and the sound have here a mutual influence on each 
other. That which hurts the ear, seems to mar the strength of tbo 
meaning ; and that which really degrades the sense, in oonsequenco- 
of this primary effect, appears also to have a bad sound. 

Example. How disagreeable is the following sentence of an author, 
apeakine of the Trinity ! " It is a mystery, which we firmly believe 
the truth of, and humbly adore the depth of." And how easily might 
it have been mended by this transposition ! ** It is a mystery, the 
truth of which we firmly believe, and the depth of which we humbly 
adore.** 

Corol. In general, it seems to hold, that a musical close, in our lan- 
guage, requires either the last syllable, or the last but one, to be a long 
syllable. Words which consist mostly of short syllables, as contrary^ 
particular y retrospect y seldom conc|jide a sentence harmoniously, ui^ 
less a train of long syllables, before, has rendered them agreeable to 
the ear. 

222. Sentences, so constructed as to make the sound al* 
ways swell and grow towards the end, and to rest either on 
jtL long or a penult long syllable, give a discourse the tone of 
declamation. The ear soon becomes acquainted with the 
melody, and is apt to be cloyed with it. If we would keep 
up the attention of the reader or hearer, if we would preserve 
vivacity and strength in our composition^ we must b^ verj 
attentive to vary our measures. 

Hlvs. This regards the distribution of the members, as well as tho 
cadence of the period. Sentences constructed in a similar manner* 
with the pauses falling at equal intervals, should never follow one an- 
other. Short sentences should be intermixed with long and swelling 
ones, to render discourse sprightly as well as magnificent. 'Even dis- 
cords properly introduced, abrupt sounds, departures from regular ca- 
dence, have sometimes a good effect. Monotony is the (p%at fault 
into which writers are apt to fall, who are fond of narmonious arrango- 
/ment : and to have only one tune or measure, is not much better thaa 
having none at all. A very vulgar ear will enable a writer to catcli. 
some one melody, and to form the run of his sentences accordin|p 
tolt. This soon proves disgusting. But a just and correct ear Ift 
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vequifllte fatrviying and divereiiying the melody, andh^tiee we 
meet with autiiora, who are remarkably happy in this respect 

223. Though attention to the music of sentences must 
not be neglected, yet it must also be kept within ptapet 
bounds : for all appearances of an author's affecting harm<^ 
ny, are disagreeable ; especially when the love of it betrays 
him so far, as to sacrific^^ in any instance, perspicuity, pFe- 
cision, or strength in sentiment, to sound. {EtampU 1. 
Art. 206.) 

Rhu. 1. All unmeaning words, introduced merely to round the 
period, or fill up the melody, are great blemishes in writing. They 
are childish and puerile ornaments, by which a sentence always losef 
more in point of weight, than it can gain by such additions to the 
beauty oi its sound. ^ 

2. Sense has its own harmony, as well as sound ; smd where the 
sense of a period is expressed with clearness, force, and dignity, the 
words will almost always strike the ear agreeably ; at least, a very 
moderate attention is all that is requisite tor making the cadence of 
such a period pleasing: and the effect of greater attention is often no 
other, than to render composition languid and enervated. 
' 3. After all the labour which Quinctilian bestows on regulating die 
measures of prose, he comes at last, with his usual good sense, to this 
conclusion: "Upon the whole, I would rather choose that composi- 
tion should appear rough and harsh, if that be necessary, than that 
it should be enervated and effeminate, such as we find the style of too 
many. Some sentences, therefore, which we have studiously formed 
into melody, should be thrown loose, that they may not seem too much 
laboured; nor ought we ever to omit any proper or expressive word 
for the saJ^e of smoothing a period."* 

4. Cicero, as we have elsewhere observed, is one of the most re- 
iharkable patterns si* a harmonious style. His love of it, however, is 
too visible ; and the pomp of his numbers sometimes detracts from his 
strength. 

6. That noted close of his, esse videatuT, which, in the oration Pro 
Lege Manilla, occurs eleven times, exposed him to censure among his 
contemporaries. We must observe, however, in defence of this great 
orator, that in his style there is a remarkable union of harmony with 
ease, which is always a gi*eat beauty ; and if his harmony were stud- 
led, that study appears to have cost him but little trouble. 

6. Amcmg our English classics not many are distinguished for music- 
al arrangement. Milton, in some of his prose works, has very finely 
turned periods ; but the writers of his age indulged a liberty of inver- 
sion, which would now be reckoned contrary toipurity cf style » and 
though this allowed their sentences to be more stately and sonorous, 
yet it gave them too much of a Latinised construction and order. 

7. Of English writers. Lord Shaftesbury is, upon the whole, the 
most correct in his numbers. As his ear was delicate, he has attend- 
ed to music in all his sentences ; and he is peculiarly happy in this 

* " In Boiversuin, fi lit neoene, duram potiiifl atquo atperam compositionem nw- 
lim esie, qaam eneminatam ac einervem, quails apud moltos. Ide<)ane, vinete 
quvdam Ae industria sant BohciKia, ne iaborata videantur y Mqve ollun iQMMiim aal 
aptun Terbum pnBternaittamaB, gratiSL lenitatis." Lib. ix. c. 4. 

12 
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mpeet, ^t be bu avoided the monotony into which writers, who 
study tibe grace of sound, are very iqit to ftJl, and lias diversified his 
periods with great variety. 

8. Addison has also much harmony in his style ; more easy and 
smootti, but less varied than Lord Shaftesbury. 'Sir William Temple 
is. in general, very flowing and agreeable. ArcbMsbop Tillotson is 
often careless and languid ; and is much outdone by Bishop Atterbury 
in tiie music of his periods. Dean Swift despised musical arrange- 
ment altogether. Burke excels in harmonious periods. Johnson's 
style is generally pompous, sometimes lofty, and always Latinised.' 

Carol. Hitherto we have considered agreeable sound, or modulation, 
in general. It yet remains to treat of a higher beauty of this kind ; 
the sound adapted to the sense. The former was no more than a 
simple accompaniment, to please the ear ; the latter supposes the pecu- 
liar expression given to the music. We may remark two degrees of 
it ; first, the current of sound, adapted to the tenour of a discourse ; 
next, a particular resemblance effected between some object, and the 
sounds that are employed in describing it. 

224. First, the current of sound may be adapted to the 
tenour of a discourse. Sounds have, in many respects, a cor- 
respondence with our ideas ; partly natural, partly the effect 
of artificial associations. Hence it happens, that any one 
modulation of sound continued, imprints on our style a cer- 
tain character and expression. 

XlliM. Sentences, constructed with the Johnsonian fulness aiid swell, 
produce the impression of what is important, magnificent, sedate ; for 
this is the natural tone which such a course of sentiment assumes. — 
But they suit no violent passion, no eager reasoning, no familiar ad- 
dress. These always require measures brisker, easier, and often more 
abrupt. And, therefore, to swell, or to let down the periods, as the 
subject demands, is a ver>' important rule in oratory. No one tenour 
whatever, supposing it to produce no bad effect from satiety, will an- 
swer to all diflferent compositions ; nor even to all the partis of the 
same composition. It were as absurd to write a panegyric, and an 
invective, in a style of the same cadence, as to set the words of a 
tender love-song to the air of a warlike march. 

Corol. What is requisite, therefore, is, that we previously fix in 
our mind a just idea of the general tone of sound which suits our sub- 
ject; that* is, which the sentiments we are to express, most naturally 
a^ume, and in which they most commonly vent themselves ; whether 
round and smooth, or stately and solemn, or brisk and .quick, or in- 
terrupted and abrupt. 

225. But, besides the general correspondence of the cur- 
rent of sound with the current of thought, there may be a 
more particular expression attempted, of certain objects, by 
means of resembling sounds. This can be sometimes ac- 
complished in prose composition ; but there only in a more 
faint degree ; nor is it there so much expected. In poetry, 
chiefly, it is looked for; when attention to sound is more 
demanded, and where the inversions and liberties of poetic- 
al style give us a greater command of euphony. 



ResembkiHce behifeen Sofund cmd Sense, 129 

CHAPTER X. 

RESEMBLANCE BETWEEN SOUND AND SENSE ^INYERSION. 

226. THE sounds qF words may be employed for reprf- 
senttTtgy chiefly, three classes of objects ; first,, other sounds ; 
secondly, motion ; and, thirdly, ih<& emotions wA passions ef 
our mind, 

lUua, Though two motions have no connection, yet in many par- 
ticulars they may be said to have a resemblance. The motions of 
a vortex and a whirlwind are perfectiy similar. All mankind have 
felt the analogy between dancing and music. All quick, or slow, or 
difficult motions, though performed in differeilt circumstances, and 
by di^erent agents, may in loose phraseology be said to resemble one 
•nother. Spoken language is a eollection of successiye and signifi- 
cant sounds, uttered by tiie speaker ; composition is a certain series 
of those sounds, indicated' by a particular sign to each, (^t. 37.) which 
can be run over by the reader ; and it is obvious, that the motion of 
the voice of the speaker or the reader may resemble most other mo- 
tions, at least in the general prqperties oi quickness, slowness, ease, 
or difficulty. This is tbe foundation of the resemblance, that takes 
place between the sound and the sense, in the construction of lan- 
guage. 

227. Words or sentences consisting chiefly of short sylla- 
bles, and of course pronounced with rapidity, bear an anal- 
ogy to quick modon, and may fairly be s^d to form a resem- 
blance of it ; as, impetuosity, precipitation. 

Example, Virgil describes ahorse at full gallop, in the following pic- 
turesque line. 

" doadrttpedanta putron sonitu quatit un^la campam." 

Example 2. The same author paints the rapid flight of a pigeon 
hastening to iier nest. 

5< Badit iter liquidam celeres neque coinm<yret alai." 

226. The English heroic verse affords not a proper picture 
of quick motion. It is limited to ten syUables, while the 
hexameter may extend from thirteen to seventeen. The 
hexameter acquires this advantage by the admission of five 
feet of dactyles, which throw into the line a large proportion 
of short syllables ; and the preceding lines , of Yirgil are per- 
tinent examples. The English heroic verse cannot augment 
the number of its syllables, and preserve its measure. The 
only resource lefi to our poets in this case is, to employ an 
Alexandrine line^ consisting of twelve syllables. 

Uus. Pope has frequently adopted this expedient, but with littla 
success ; for of all the poetical lines we have, the Alexandrine is per- 
fajips the slowest; as it consists generally of monosyllables, which, to be 



130 jfUsembUmce between Sound and Sense. 

wndentood, must be slowlypronounced. This was Pope'§ own opia- 
ion ; for he observes, in his Essay on Ciitteism, that 

" A needlen Alexandrine ends the acMig, 

And like a wounded make drag • iti flow length alone-" 

Sxample. But Pope» notwithstanding, makes use of tbia verse to 
describe quick motion. 

*< Not «o when swift Camilla scours the plain, 

Flies o^r th' onbeoding corn, and skims along the main." 

Analysii, It improbable, that this great poet sacrificed, on this and 
some other similar occasions, a portion of his own taste to gratify the 
public ear. He was conscious the verse was faulty, but perhaps con- 
cluded^ that many of his readers would take for a beauty, what was 
really a blemish ; that those who coiild discern the error, would dis- 
cern also the proper apology for it ; or would allow him, when he 
could not imitate a quick motion, to approach it as near as possible, by 
substituting in its place the continuance of a slow one. 

2^. A word consisting of long syllables, or a sentence 
of monosyllables, may resemble solemn, harsh, or difficult 
motion ; ^forewarn, mankhid. 

Example 1. Thus Pope, in his Essay on Criticism, 

** Bat when loud surges lash the sounding shore. 
The hoarse, rough verse should like the torrent roar." 

Example 2. Again, 

** With manv a weary step, and many a groan, ■ 
Up the^igh hill be heaves a huge round stoas." 

Jlnc^ns, The last line possesses uncommon beauty ; for, besides 
''^t the words are all monosyllables, which renders- a pause necessary 
after each of them in the pronunciation, the artful repetition of the as- 
piration paipts very forcibly the loss of breath under which Sisyphus 
might be supposed to labour from the violent exertion of his force. 
This circumstance is not in the original, which also possesses extraor- 
dinary merit. Homer fixei his attention on the muscular exertions 
tnd the motions of Sisyphus. He has, however, the advantage of his 
translator, by the superiority his language gives him, in contrasting 
the slow and difficult motion upwards, with the rapid and furious mo- 
tion downwards.* 

230. Pope employs again the Alexandrine to describe the 
motion downward. 

Eixample, " The huge round stone, resulting with a bound. 

Thunders impetuous down, and smokes along the ground.''* 

231. Easy or smooth motion may be painted by a succes* 
sion of soft and harmonious sounds. 

* The lines in the original run thus : 

" Kac /«7v 'Zlmxpw tlarti6ov Kparip* dXtyi sxpvra 
Aiav 0aa61^ovTa neXwpiov d^^oriptirtv 
Hroi 5 f(£v fidAa aminTdfiCvos ;^cf>o'fv rs ndviv re 
ASav av(t> ZdeaKE nori \6<pov, aX' &re fiiWoi 
AXpov bnepPaWhiv, Tor^ anaffrpixpaaKe Kparairis 
"Avri; cirecra niSovSc KvXivSsro \aixi &vai6^s." 
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Bsmmfle, " Soft ii the strain when Zopbyr gently blowi. 

And the smooth stream in smoother nombers flows.*' 

Pop6'a Estay on CrUidawu 

232. Virgil, describing the gay ^d easy motion of the 
nymph iEgle, says, 

Examplt. '* Addit se sociam, timidisque aaperrenit JEfle '' Eeloga VL aUtnut. 

233. Pope has been very successful in contrasting the 
two kinds of motion last mentioned. In the first four lines 
of the following quotation, he ridicules the affected pomp 
and harshness of the versification of Sir Richard Blackmore. 
In the last four lines, he opposes to his solemnity and harsh* 
ness the inanimate but smooth composition of the writers of 
panegyrics. 

** What, like Sir Richard, rumbling, roofh and fierce. 
With amis, and George, and Brunswick} crowd my T»fie ; 
Send with tremendous sounds youc ears asunder, i 

With gun, drum, trumpet, blunderbttto, and thunder ? 
Then all vour muee's softer arts display : 
Let Carolina smooth the tuoefiil lay ; 
Lull with Amelia's Uquid name the nine, 
An4 aweetJy flow o'erttU the royal line." 

234. Violent or slow motions may be imitated by abrupt 
and heavy, or harsh wor^is and lines, as horrid, harrotb, 
hoarse. 

Example. Again, Pope : 

• ** Loud sounds the air. redoubling strokes on stroltet, 
On all sides round the forest hnrb ber oaks 
Headlolif . Ileoi» echoing groan the thicketa brown. 
Then rustling, crackling, crashing, thundef down.'* 

** First march the heavy mules securely slow, 
O'er hills, o'er dales, o'er crags, o'er rocks they go." ISmI XXIII. 138* 

** When Ajax strive some rock's vast weight to throw, 
The line too labours, and the words move slow." £atay en Gritteim, 370. 

235. Virgil, describing the efforts of the Cyclops in form- 
ing the thunder, thus sings : 

" BlLinter sese magna vi braehia tolinnt." Ofor, 4. 

236. Words may be so modulated^ that their sound shall be 
expressive of the dispositions and emotions of the mind. Ac- 
cordingly, a verse, or line, composed mostly of monosyllables, 
or of long syllaUes, and of course slowly pronounced, 
prompts the notion of dignity and solemnity. Pope thus de- 
scribes Nestor : 

" Slow from bis seat arose the Pyliaa sage." 

** Next Comos, reverend sire, went footing slow." MOjUm. * 

*< Oil ledato respondit eorde Latinos." ^nM. 

*^ Ittcedit tardo moiomime subsidendo." JHd. 

5237. Harsh and disagreeable sounds suggest the same 
emotions, which arise firom beholding any exertion performed 
imperfectly, or with difficulty : 

12* 
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** Whan they littf their lean and flaiby ranfi 

Hanh grate on tfattir icrannel pipee of wretched itraw." MUon*» LyeUa^, 

238. Virgil, with much modesty, thus characterizes his 
own poetry in his Bclogues. 

« Nam neqne adhne Varo Tideor, nee dieere Ciiina 
Digna, led argaUM inter etrepere amer oloree." 

239. The frequent repetition of the letter r in the last 
▼erse is very descriptive of the rudeness and harshness of had 
rerses. Thus, Pope : 

*< hut writes to make hit harrenoew appear, 

And atraing from hard-bound braini eight lines a year.*' Letter to ^buthtui, 

240. Smooth and easy verses generate an emotion allied 
to joy and vivacity. It is difficult to decide whether the sen- 
timent, or the versification of the following example is more 
sprightly. 

<* Bright as the tun her eyes the gazers strike } . 

And uke tlie son they shme on ell alike. 

Tet graceful ease, and sweetness void of pride, 

Might hide her iknlts, if belles had faults to hide. 

If to her share some female errors fiiU, 

Look on her face, and you'll forget them all." Jlsfe aftlU Lodt, 

241. The slow and solemn sound of the subsequent verses 
prompts an emotion similar to melanchdiy. 

** In those deep solitudes and awfhl cells. 

Where heavenly pensive contemplation aweUs, 

And ererHuusing melancholy reigns." Eleiaa t» Ahe^ttri: 

242. Inversion is a branch of ornament^ and of that 
species of it which belongs both to the sound and the sense. 
It belongs to the sound, because by transposing the natural 
and grammatical order of the words, arrangements may be 
formed more agreeable to the ear than could otherwise be ob- 
tained. It is connected with the sense, because by suspen- 
ding the appearance of some capital word or circumstance, 
curiosity may be excited, and artfuHy prolonged, till the 
oondusion of the period discloses the mystery, and impresses 
the sense deeper on the mind. 

lUus, 1. The object of inversion, then, is to attain some beauty or 
impulse that cannot be obtained by preserving the natural order. 
This attainment is the same with that of mmmatical perspicuity : 
and henoe arises an invariable- principle, to Smit the extent of inver- 
sion ; namely, it must seek no embellishment Which would be bought 
too dear ; it must admit no modulation which may produce obscurity. 

2. Different lands of composition, and different languages, admit 
different degrees of inversion. AH discourse addressed to the under- 
standing, seldom permits much inversion. More of it is allowed in 
works addressed to the imagination, and most of all in those produc- 
tions which are intended to rouse and interest the pasdontf and emo- 
tions of the heart. The cool and philosophical construction of mod- 
em languages, also, renders them much less gusceptible of inverrioB 
tiian the ancient (Art 2i-^0. and 171.) 
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^243. There are several words, however, m all languages, 
which cannot easily be separated from one another, and 
which cannot therefore admit much inversion. 

il/iir. I. One substantive'depending on another is seldmn, in prose 
at least, in any language disjoined from it. <* The beauty of virtae,** 
" via virtutis," " ooog oQtrrjs." But in the poetry <rf Greece and Rorne, 
such words are frequently separated. 

c •« Anna vinuDque eano Trojs qui prfanov ab otfa*** 

'' M^iv atide ^ia 7rtilifC6dtm Axi^og"* lUas. L 1. 

2. A preposition is seldom disjoined from its substantive, ^am 
east fo west; ava arqcerov ; ear senteiitia. {JShrt, 71.) 

8. An adjectiye is almost always associated with its substantive in 
the modem languages, and very frequently in the ancient. (jSbrt, 09. 
and nitu. 143.) 

4. An adverb is generally adjoined to its verb or adjective both in 
ancient and modem languages, because, having no inflection, juxta-po- 
sition only can denote its relation, (.^rf. 1460 

CoroL These observations circumscribe the subject of inquiry within 
certain limits, and discriminate the parts of spee&h, in the disposition 
of which we have, most reason to expect inversion. It appears, theny 
that they are the principal parts of sentences, the agent ami the action^ 
or the nominative and the verb, (^rt, 144. cmd 1&,) 

5. In the languages of Greece and Rome, it seems perfectiy arbitra- 
ry in what part of &e aeptence tiie nominative is placed. We £md tt 
in the beginning of the sentence, or separated by half, sometimes by 
the whole sentence, from the verb it govems. CArt, 143.' Ilh0, 2. 
Jirt. 28.) 

6. The verb undergoes the same variety of .positions. It stands in 
the beginning, sometimes in the middle, but most frequently in the end 
of the sentence. 

Ofrs..Of aU these positions examples are so numerous, that we shall 
not produce any. The variety of terminations which inflection fur- 
nishes to the ancient languages is sufficient, in all tiiese circumstances^ 
to distinguish the relations of the agent and the action, and to preserve 
perspicuity. 

244. The inversions of modern languages are much less 
frequent and violent, and the following are the most common 
of which our language is susceptible. 

245* A circumstance is sometimes situated before the 
nominative. 

E^pample. « In order," says Addison, " to set this matter in a clear 
light to every reader, I shall, in the first place, observe, that a meta- 
phor is a simile in one word." This arrangement is more agreeable, 
apd perhaps more perspicuous, than the natural one. " I shsul, in the 
first place, observe, in order to set this matter in a clear light to every 
reader, that a metaphor is a simile in one word." 

246. Sometimes a circumstance is inserted after the nom- 

"' " ' ' ' I . . I , 

» 8de Example 1. Art. 949. 
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iaaiivCy and before or between the auxiliary and the verb. 
{aus,7.and&.p.Q9.) 

Example. " I have formerly » with a good deal of attentioii, coimld- 
ored the subject upon which you commaad me to communicatei my 
thoughts." This is, perhaps, not inferior to the natural order. " I 
have formerly considered, with a good 4eal of attention, the subject 
on which you conunand me to conununicate my thoughts." 

247. The nominative is placed afler the verb. But this 
inversion is restricted almost entirely to poetry, where it has 
often a pleasing effect ; witness the following examples from 
the fourth Book of Paradise Lost. 

** Sweet \» the breath of morn, her riaing iweet, 
With charm of earliett birds ; pteaeant the niD, 
When firet on this delightful land he ipreada 
His orient beame^ on herb, tree, fhiit, and Sowar, 
Gliflfrinc with dew ; fragrant the fertile earth 
After ■oft ahowen, and sweet the cominf on 
Of grateful evening mild." 

248. The i^acing of the nominative after the verb is one of 
the most easy inversions of which our language is suscepti- 
ble ; and, as it affords an agreeable variety, and^ is perfectly 
consistent with perspicuity, it should not be permitted to 
&11 into disuse.. It was formerly frequent in prose^ and still 
appears in that species of composition with dignity and 
grace. 

Sxan^le 1. '* There eidsts not in nature a more miserable animal, 
than a bad man at war with himself/* 

2. " In splendid robes appeared the queen." 

8. The following quotations are $Miiid in Hume's History of £ng- 
land. Speakhig of Charles I. "He had formed one of the most illus* 
trious characters of his age, had not the extreme narrowness of hie 
genius in every thing but war sullied the lustre of his other talents.** 
** Had the limitations on the prerogative been in his time quite fized» 
his integrity had made him regara as sacred the boundaries of the 
constitution." 

249. Another very frequent inversion, in poetry, stations 
the subject in the beginning of a sentence, and sometimes 
throws in a circumstance between the subject and its verb. 

Example 1. The first verses in the Iliad are thus translated by Pope : 

** Achilleg' wrath, to Greece the direfiil iprinv 
Of woee onnumherM, heavenly Godden, sing.'* 

Example 2. Paradise Lost^opens in a similar manner : 

** Of man'* first diaobedienee, and the froit 
* Of that forbidden tree, whose mortal taste 

Bronf ht death into the world, and all onr woe, 
With loss of Bden, till one ereater man 
Bestore us, and regain the buasfal seat, 
Sing, heavonly muse ! " 
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JBxampU 8. Thomson'fl Autumn commencefl in the fidlowing ttnln : 

'< Crown'd with the f iekk and the wbeatea aheaf. 
While Antiimn, nodding o'er the yeUow plaio, 
Comee jovial on, the Doric reed ooee more 
WeUpteae'd I tone." 

Wui. This inversion, thourh proper and beautiful in poetry » appean 
scarcely tolerable in prose. (See Art. 171. in the example, from Gknr- 
don*s Translation of Tacitus.) 

250. A noun preceded by a preposition very frequently ap- 
pears before a verb. 

Example. ** By these we acquired our liberties," said the Scotch no« 
bles, laying their hands on their swords, " and with these will we tie- 
fend &em.^'* 

Analysis. This order is much preferable in point of emphasis to the 
natural one. How tame is the natural order ! " We acquired our 
liberties by these, and we will defend them with these." {See Art. 124. 
Plus. 20. p. 80,) 

Schol. 1. These inversions deviate little from the order of ideas, or 
the gnunmatieal older of the word» ; and, though they suspend the 
meaning, they hurt not the perspicuity. This analogy between th* 
succession of ideas, and the arrangement of words, is one of the prin- 
cipal beauties of modem languages, which the ancients relinquisn in 
order to attain otiier beauties ^ in point of melody; and it is perhaps 
impossible to propose any general principle by wluch the preference of 
these beauties may be decided. {Obs. Art. 27.) 

2. The ancients would complain, perhaps, of the tameness and sim^ 
plicity of our arrai^gement, while we might reprehend the artifice and 
obscilrity of their inversion. They would reprobate our neglect of 
harmony, while wo might expose their apparent attachment to sound 
more than to sense. Such, at least, is the power of habit, that a period 
of Latin or Greek, arranged in grammatical order, would excite dis- 
gust, and a period of English in the order of Creek or Latin would 
appear ridiculous or unintelligible. t 

* Kobertepn'e History of Scotland. 
_t In eoDJodction with theee articlM on liiMrneii, the itodent should peruse Chapter 
lY^Bookl. 
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CHAPTER I. 

OF THE CHARACTER AND ADVANTAGES OF FIGURES. 

251. FIGURES, in general, may be described to be that 
language, which is prompted either by the imagination, or 
by the passions, (X^jp. IIL B. I."^ : 

. 252. Rhetoricians commonly divide them into two great 
classes ; Figures <^ words, and ^figures of thought. . 

253. Figures of toords, are commonly called tropes. A 
trope consists in a word's being employed to signify some- 
thing that is different from its original iind primitive mean- 
ing; so that if you alter the word, you destroy the figure. 

nius. Thus, in the .seatence, " Light arisefh to the upright in 
darkness ;" the trope consists in " light and darkness," being not 
meant literally, but substituted for contort and adversity , on account of 
some resemblance or analogy which light and darkness are supposed 
to bear to these conditions of life. {See lUm. 2. wfrt. 19.) 

254. Figures of thought^ suppose the words to be used in 
their proper and literal meaning, and the figure to consist in 
the turn of the thought. They appear in exclamations^ »i^ 
terrogations, apostrophes, and comparisons; where, though 
you vary the words that are used, or translate them from 
one language into another, you may, nevertheless, still pre- 
serve the same figure in the thought. {lUus. 3. Art. 19.) 

O^. This distinction, however, is of no great use ; as nothing can 
be built upon it in practice : neither is it always very clear. It is of 
little importance, whedier we give to some particular mode of expres* 
rfon the name of a trope, or of & figure; provided we remember, that 
figurative language always imports some colouring of l^e imagination, 
or some emotion of passion, expressed in our style : and, perhaps, 
figures of imagination, aod figures of passion, might be a more useful 
distribution of the subject. But, without insisting on any artificial 
divisions, it will be more useful, that we inquire into the advantages 
which language derives (torn figures qfspeecK 
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255. First, teopes, or fiourrs, enrich kmguqge, and rei^ 
der it mare copious. By their means, words and phrases are 
multiplied for expressing all sorts of ideas; for describing 
even the minutest differences ; the nicest shades and colours 
of thought ; which no language could possibly do by proper 
words alone, without assistance from tropes. (Art, 21.) 

256. Secondly, they bestow dignity upon styUr The fa- 
miliarity of common words, to which our ears are much ac- 
customed, tends to degrade style. When we want to adapt 
our language to the tone of an elevated subject, we should 
be greatly at a loss, if we could not borrow assistance from 
figures ; which, properly employed, have a similar effect on 
language, with what is produced by the rich and splendid 
dress of a person of rank ; to create respect, and to give an 
air of magnificence to him who wears it Assistance of this 
kiad is often needed in prose compositions ; but poetry could 
not subsist without it. Hence, figures form the constant 
language of poetry. (Art. 21.) 

lllus. 1. To say, that " the sun rises,*' is trite and common : but it 
becomes a magnificent image when expressed as Thomson has done : 

But yonder cooiefl th« powerful king of day. 
Rejoicing in the- east.—— 

2. To eay, that " All men are subject alike to death,*' presents only 
a vulgar idea ; l^ut it rises and fills the imagination when painted thui 
by Horace : 

Pallida mors eqoo pubat pede, paupMrmn tabernaa 
Regumque torres.* 

Or, 

Omaea eodem cogimnr ; omnium, 

Versatur uma, leriui/ocyua, 
Son exitura, et nos in etemiMh 

Bxiltum imposit^ra cy9ibaB.t 

257. In the third place, figures give us the pleasure of 
enjoying two objects presented together without confusion^ to 
our view ; the principal idea, that is, the subject of the dis- 
course, along with its accessory, which gives it the figurative 
dress. We see one thing in another, as Aristotle express 
es it; which is always agreeable to the mind. For 
there is nothing with which the fancy is more delignted, 
than with comparisons and resemblances of objects ; and all 

■ — I I r I I III I II .« I 

^ With eqaal pace impartial fate 
Knocks at the palace, as the eoCtag* gate. 

f We all must tread the paths of fate ; 
And ever shakes the mortal urn. 
Whose lot embarks ds, sooo or late, 
Od Charoo's boat ( ah 1 n«T»r to rston. JVoacif. 
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tropes are founded upon some relation or analogy between 
one thing and another. . 

JUtu. When» for instance, in place of " youth," we say, the *' morn- 
ing of life ;" the fancy is immediately entertained with ul the resem- 
blmg circumstances which presently occur between these two objects. 
At one moment, we have before us a certain period of human life, and 
a certain time oftRe day, so related to each other, that the imagination 
plays between them with pleasure, and contemplates two similar 
objects, in one view, without embarrassment or confusion. Not only 
■o, but, ^ 

258. In the fourth place, figures ^e attended with this 
farther advantage^ of giving us frequently a much clearer 
and more striking view of the principal object fthdji we could 
haye if it were expressed in simple terms, and divested of its 
accessory idea. 

Uku. 1. This is, indeed, their principal advantage, in virtue of which 
they are very properly said to illustrate a srubjeety or to throw light 
upon it. For they exhibit the object on which they are employed, in 
a picturesque form ; they can render an abstract conception, in some 
degree, an object of sense; they surround it with such circumstances 
as enable the mind td lay hold oi it steadily, and to contemplate it fuUy. 

JExcunple. ** Those persons," says one, ** who gain the hearts of 
most people, who are chosen as the companions of their softer hours, 
and their reliefs from anxiety and care, are seldom persons of shi- 
ning qualities, or strong virtues : it is rather the soft green of the soul 
on which we rest our eyes, that are fatigued with beholding more glar- 
ing objects." Here, by a happy allusion to a colour, the whole concep- 
tion is in one word conveyed clear and strong to the mind. 

iUu8. 2. By a well chosen figure, even conviction is assisted, and 
the impression of a truth upon the mind made more lively and forcible 
than it would otherwise be. 

Examples. " When we dip too deep in pleasure, we always stir a 
sediment that renders it impure and noxious :*** ** A heart boiling with 
violent passions, will always send up infatuating fumes to the head.*' 
An image that presents so much concruity between a moral and a sei^ 
sible idea, serves, like an argument from analogy, to enforce what tha 
author asserts, and to induce belief. 

nius. 3. Besides, whether we are endeavouring to raise senttmeitlf 
ef pleasure or aoerstMi^ we can always heighten the emotian by the 
figures which we introduce ; leading the imagination to a train, either 
ot .agreeable or disagreeable, of exalting or debasing ideas, corespon- 
dent to the impression which we seek to make. When we want to 
render an object beaut^vU or magnifieent, we barrow images from aU 
the most beasUi/ul or splendid scenes of nature; we thereby naturaUy 
throw a lustre over our object ; we enliven the reader's mind, and dis- 
pose him to go along with us, in the gay and pleasing impressions which 
we give him of ihe subject This elfect of ngures is happily touched in 
the following lines of Dr. Akenside, and illustrated by a very sublima 
figure : 

•Dr.7oiinff. 
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Diffiuet its enchantment. Fancy dreamt 
Of Mcied foantaina and EWaiao ffrovet, 
And Tales of bliss, the Inteuectnai Power 
Benda from hia awfal throne a wondering- ear, 
^ And smiles. Pleaaurta of ImaghuOumf 1. 15M. 

Scholium, What we hare now explained, concerning the character 
and advantages of figures, naturally leads us to reflect en the won- 
derful power of language : nor can we reflect on it without the highest 
adnuration. What a mie vehicle is it now become for all the concep- 
tions of the human mind ; even for the most subtle and delicate work- 
ings of the imagination ! What a pliant and flexible instrument in the 
hand of one who can employ it skilfully ; prepared to take every form 
which he chooses to give it ! Not content with a simple communica- 
tion of ideas and thoughts, it paints tiiose ideas to the eye ; it .gives col- 
ouring and relievo, even to &e most abstract conceptions. In the fig- 
ures which it uses, it sets mirrors before us, where we may, a second 
time, behold objects in their likeness. It entertains us, as with a suc- 
cession of the most splendid pictures ; disposes, in the most artificial 
manner, of the light and shade, for viewing every thing to the best ad* 
vantage ; in fine, from being a rude and imperfect interpreter of men's 
wants and necessities, it has now passed into an instrument of the most 
delicate and refined luxury. 

259. All TROPES are founded on the relation which one ob- 
ject bears to another; in virtue of which, the name of the 
one can be substituted instead of the name of the other ; 
and by such a substitution, the vivacity of the idea is com- 
monly meant to be increased. These relations, some more, 
some less intimate, may all give rise to tropes. 

260. To illustrate these relations, we have constructed 
the following 

Tabie of Figures ^ which, among related objects, extend the 
properties of one to another. 

I. An attribute of the cause, expressed as an attribute of the eflbct. 

...... To mj odveitfVoiw aoog, « 

Thai with no middle flight intends to soar. ParoditB Lott, 

II. An attribute of the efifect, expressed as an attribute of the cause. 

No wander, fallen such a pendd&iu height. Par. Lost, 

III. An efiect expressed as an attribute of the cause. 

Jovial wine Musing midnight 

Qiddy drink Panting height 

Drowsy night .Astonished thought. 

And the nurry bells ring rooiid, 

And the joewMl rebecks sound. AUtgn, 

IT. An attribute for a subject bestowed upon cue of its parts or 
members ; as, longing arms. 



It was the nightingale, and not the lark, 
That pieroed the>^i:^ hollow of thine ear.* 



* Romoo and Jnliet, Aet III. Scene 5. 
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lUut, Jltar,fat sacrifice ; >leM, for the battle fougnt upon It; m, 

Xil. The name oi the materiali, to signify the things made of them ; 
as, hemp, toe rope ; eoid §ted, for a sword \ lead, for a bullet. 

Xlli. The names of the Gods and Goddesses, employed figuratiyely, 
to signify what they patronize. 

/Zmcs. Jove for the air. Mare for war, Vemu for beauty, CSipid for 
love, Ceree for com, JVepiune for the sea, Vvican for fire. 

This fiffure bestows great elevation upon the subject; and therefore 
ought to be confined to the higher strains of poetry. 

SECOND TABLE. 
AttrtlnUes expressed JiguraHvety. 

1. When two atteUMites are connected, the name of the one may h% 
employed figurati^e^, to express the other. 

iUue, PwrUy for virginity. These are attributes of the same person 
or thing ; hence the expresrion, virgin snow, for pure snow ; virgm 
gold, for gold unalloyed. 

II. A word signifying^ properly an attribute of one subject, employed 
figuratively to express a resembling attribute of anotiier subject. 

ilhu, 1. 7Y>^mn^ state, tfi^0rt(ms ocean, an^ryfiood,ra^it^ tela- 
pest, ^mUow fears. 

Hy sare dirinity iball bear the ehield, 

And odfstky sword to r$ef the glorious fiekL Ot^^SMjr, zx. 81. 

2. Black omen, for an omen that portends bad fortune : as, ater odor. 

(M>e, The peculiar beauty of this figure, arises from suggesting a 
comparison. 

in. A word proper to tho aubject, employed to 0«^tess one of Hv 
attributes. 

JUue, Mind, for intellect ; mind, for resolution. 

IV . When two subjects have a resemblance by a common quality* 
tiie name of the one subject may be empbyed figuratively, to denote 
that quality in the other ; as, sttmmer, for agreeable life. 

y* The name of Uie instrument, made to signify the power of emplgy- 

mg it. 

..... Melpomene, cm liqaidam pater 
Vocem com ciUuara, dedit. 

SckoUum^ The am))le field of figurative expression, displayed in 
these td[>le8, affords great scope for reasoning, as we shall find in tlui 
tubsequent Air altses of figurative language. 
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262. METAPHOR is a figure founded entirely on the 
resemblance which one subject bears to another. Hence, it 
is much allied to simile, or comparison ; and is indeed no 
other than a comparison, expressed in an abridged form. 
(Art. 260.) 

JUu8, When of some great minister it is said, << that he upholds the 
state, Uke a pillar which supports the weight of a whole 'edifice," a 
eomparison is made ; but when it is said of such a minister, " that he is 
^e pillar of the state," it is now become a metaphor. 

Analysis. The comparison betwixt the minister and a pUlar, is made 
in the mind ; but is expressed without any of the words that denote 
comparison. The comparison is only insinuated, not expressed ; the 
one object is supposed to be so like the other, that without formally 
drawing the comparison^ the name of the one may be put in the place 
of the name of the other. " The minister is the pillar of the state.** 
This, therefore, is a more lively and animated manner of expressing 
the resemblances which imagination traces among objects. There is 
nothing that delights the fancy more than this act of comparing things 
together, discovering resemblances between them, and describing them 
by their likeness. The mind, thus employed, is exercised without being 
fatigued ; and is gratified with the consciousness of its own ingenuity. 
lsAolium,p. 139.) 

263. Th(>ugh all metaphor impcMls comparison^ and, 
therefore, is, in that respect, a figure of thought ; yet, as 
the words in a metaphor are not taken literally, but changed 
firom their proper to a figurative sense, the metaphor is com- 
monly ranked among tropes or figures of words. {Exam- 
ple, Art. 245.) But, provided the nature of it be wellvun- 
derstood, it signifies very little whether we call it a figure or 
a trope. {Ohs. Art, 254.) 

• - . • 

Jllus. 1. We have confined it to the expression of resemblance be« 
tween two 'objects. We must remark, however, that the word meta- 
phor is sometimes used in a looser and more extended sense ; for the 
application of a term in any figurative ngnification, whether the figure 
be founded on resemblance, or on some other relation which two ob- 
jects bear to one another. 

Example. For instance ; when gray hairs ar4 put for old age, as, 
** to bring one's gray hairs with sorrow to the grave ;" some writers 
would call this a metaphor, though it is not properly one, but what 
rhetoricians caH a imtonymy; that is, the effect put for die cause; 
(§ . II. p. 139.) " gray hairs*'^ being the effect of old age, but not bear- 
ing any sort of resemblance to it. 

13» 
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264. Of all the fibres of speech, tione comes so near to 
painting as metaphor. Its peculiar effect is to give light 
and strength to description ; to make intellectual ideas, in 
some sort, visible to the eye, by giving them colour, and sub- 
stance, and sensible qualities. In order, however, to pro- 
duce this effect, a delicate hand is required ; for, by a very 
little inaccuracy, we are in hazard of introducing confusion, 
in place of promoting perspicuity. {Art. 257.) 

lUtu. Several rules, therefore, are necessary to be given for the 
proper management of metaphor. But, before entering on these, we 
shall give one instance of a very beautiful metaphor, that we may 
shew me fieure to full advantage. We shall take our instance from 
Lord Bolin^roke's Remarks on the Histoiy of England. Just at ^e 
conclusion of his work, he is speakine of the behaviour of Charles I. 
to his last parliament : " In a word, says he, '* about a raondi after 
their meeting, he dissolved them ; and, as soon as he had dissolved 
them, he repented ; but he repented too late of his rashness. Well 
might he repent ; for the vessel was now full, and this last drop made 
the waters of bitterness overflow.''* — " Here," he adds, " we draw th« 
curtain, and nut an end to our remarks." 

Analysis. Nothing could be more happily thrown off. The meta- 
phor, we see, is continued through several expressions. The vessel is 
put for the state or temper of the nation already JuU, that is, provoked 
to the highest by former oppressions and wrongs ; this Icut drop, 
stands for the provocation recently received by the abrupt dissolution 
of the parliament ; and the overflowing of the waters of bitterness, beau- 
tifully expresses all the effects of resentment let loose by an exaspera- 
ted people. 

Scholia. Nothing forms a more spirited and dignified conclusion of 
a subject than a figure of this kind happily placed at the close. We 
see the efiect of it in this instance. The author goes off with a good 
grace ; and leaves a strong and full impression of his subject on the 
reader's mind. A metaphor has frequently an advantage above a for- 
mal comparison. How much would the sentiment here have been en- 
feebled, if it had been expressed in the style of a regular simile j thus : 
'* Well might he repent ; for the state of the nation, loaded with 

Sievances and provocation, resembled a vessel that was now full, and 
is 'superadded provocation, like the last drop infused, made their 
rage and resentment, as waters of bitterness, overflow." It has infi- 
nitely more spirit and force as it now stands, in the form of a metaphor. 
" W^Il might he repent; for the vessel was now full; and this last 
drop made the waters of bitterness overflow." 

265. The first rule to be observed in the conduct of met- 
aphors, is, that they be suited to the nature of tKe subject of 
which we treat : neither too many, nor too gay ; nor too 
elevated for it; that we neither attempt Uy force the subject, 
by means of them, into a degree of elevation which is not 
congruous to it ; nor, on the other hand, allow it to sink b^- 
x>w its proper dignity. {Art. 258. IHus. 3.) 

Illus. I. This Lb a direction which belongs to all figurative language^ 
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and should be ever kept ia view. Some metaphors are allowable, nay, 
beautiful in poetry, which It would be absurd and unnatural to employ 
in prose ; some may be graceful in orations, which would be very im* 
proper in historical or philosophical composition. 

2. We must remember that figures are the dress of our sentiments. 

3. As there is a natural congruity between dress and the character 
or rank of the person who wears it, a violation of this coneruity never 
fails to be injurious to the person ; the same holds precisely as to the 
application of figures to sentiment. 

4. The excessive or unseasonable employment of them b mere fop- 
pery in writing. It gives a boyish air to composition ; and instead of 
rabing a subject, in fact, diminishes its dignity. For, as in life, true 
dignity must be founded on character, not on dress and appearance, 
so the dignity of composition must arise from sentiment and thought, 
not from ornament. The affectation and parade of ornament, detract 
as much from an author, as they do from a man. {Jirt. 128.) 

, Corol. 1. Figures &nd metaphors, therefore, should, on no occasion, 
be stuck on too profusely ; nor should they ever be such as refuse to 
accord with the strain of our sentiment. 

2. Nothing can be more unnatural, than for a writer to carry on a 
strain of reasoning, in the same sort of figurative language which he 
would use in description. When he reasons, we look only for perspi- 
cuity ; Vhen he describes, we expect embellishment ; when he (tivides, 
or relates^ tve desire plainness and simplicity. 

Scholia. One of the greatest secrets in composition is, to know when 
to be simple. This always gives a heightening to ornament, in its 
proper place. The right disposition of the shade makes the Ifght and 
colouring strike the more. *' He is truly eloquent who can discourse 
of humble subjects in a plain style, who can treat important ones with 
dignity, and speak of things which are of a middle nature, in a tern- 
pirate strain. For one who, upon no occasion, can express himself in 
a calm, orderly, distinct manner, when he begins to be on fire before 
his readers are prepared to kindle along with him, has the appcai*ance 
of raving like a madman among persons who are in their senses, or of 
reeUng like a drunkard, in the midst of sober company."* This ad- 
monition should be particularly attended to by young practitioners in the 
art of writing, who are apt to be carried away by an undistinguishing 
admiration of what is showy and florid, whether in its place or not.t 

266. The second rule which we give, respects the cJioice 
of objects, from whence metaphors, and other figures, are to 
be drawn. 

■ ■■ ■ ■ ■ »■■ ■^^■— ■ ■■ — I ■■■■■■ ■ ■ J I — ■■ ■.■! I IIWI I II I ■■■■■■!■■■ m 

* ** Is enim est eloqaeu, qui ^t humilia lubtiliter, et ma^na rraviter, ct medioeria 
temperate, potest dioere. Nam qui nihil potest tranquille, nihil leniter, nihil definite, 
distincte, potest dioere, is, cum non preparatis anribus innammare rem ccpit, farere 
■pud sanos, et quasi inter sobrios bacchari temulentus videtur." Cicero. 

fWbat person of the least taste can bear the following passage in an historian? 
He is giving an aecount of tlie famous act of parliament against irregular marriagee 
in England : " The bill," says be, " underwent a great number of alterations , and 
amendments, which were not effected without violent contest." This is plain lai>> 
guage, suited to the subject ; and wo naturaHy exj^ct, that he should go on In the 
Mrnie strain, to tell us, that after these contests, it was carried by a great majority of 
inoioes, and obtained the royal assent. But how does he express himself in finishinf 
the period ? " At lensth, however, it was flofated through both houses on the tide of 
m great majority, and steered into the safe harbour of royal approbation." Nothing 
ean be more puerile than such language. Sooollett'i History orJSngland, quoted ia ;h« 
Critical Review for Oct. 1761, p. &1. 
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Ilhu, 1. The field for fig^urative lan^age Isvery wide. All nature, 
to 9peak in' the style of figures, opens its stores to us, and admits us to 
gather, from all sensible objects, whatever can illustrate intellectual or 
moral ideas. Not only the gay and splendid objects of sense, but the 
grave, the terrifying, and even the gloomy and dismal, may, on differ- 
ent occasions, be introduced into figures with propriety. 

2. But we must beware of ever using such allusions as raise in the 
mind disagreeable, mean, vulgar, or dirty ideas. Even when meta- 
phors are chosen in order to vilify and degrade any object, an author 
should study never to be nauseous in his aDusions. But, in subjects 
of dignity, it is an unpardonable fiiult to introduce mean and vulgar 
metaphors. 

Obs, 1. In the treatise on the Art of Sinking, in Dean Swift's work8> 
there is a full and humorous collection of instances of this kind, where- 
in authors, instead of exalting, have contrived to degrade their sub- 
jects by the figures which they employed. 

2. Authors of greater note than those which are there quoted, have 
at times fallen into ibis error. Archbishop Tillotson, for instance, is 
sometimes negligent in his choice of met^ihors ; as, when speakhig 
of the day of judgment, he describes the world, as " cracking about 
the sinners' ears." 

8. Shakspeare, whose imagination was rich and bold, in a much 
greater degree than it was deucate, often iiedls here. 

Example, The following is a gross transgression ; in his Henry V., 
having mentioned a dunghill, he presently raises a metaphor firmn the 
•team .of it; and on a subject too, that naturally led to much nobler 
ideas:* . , 

And tlioM that Iwn thbit Taliapt bonea in France, 

Dring like nten, though buried in yoar daosbiUs, 

T%ey shall be famed ; Ibr there the tun ghall greet them, 

And draw their honoun reeking up to heaven. Aet IV, Seene 8. 

267. In the third place, as metaphors should be drawB 
from objects of some dignity, so particular care should \m 
taken that the resemblanre, which is the foundation of the 
metaphor, he plear and perspicuous^ not far-fetched, nor 
difficult to discover. The transgression of this rule makes 
what is called harsh or forced metaphors, which are always 
displeasing, because they puzzle the reader, and instead of 
illustrating the thought, render it perplexed and intricate. 

lUiu, With metaphors of this kind Cowley abounds. He, and some 
of the writers of his age, seemed to have considered it as the perfec- 
tion of wit, to hit Upon likenesses between objects which no other per- 
son could have discovered ; and, at the same time, to pursue those 
metaphors so far, that it requires some ingenuity to follow them out, 
and comprehend them. This makes a metaphor resemble an enigma ; 
and is the very reverse of Cicero's rule on this head : " Every metaphor, 
should be modest, so that it may carry the appearance of having 
been led, not of having forced itself into tilie place of that word- whose 
room it occupies ; that it may seem to have come thither of its own 
accord, and not by constraint.*'* 

' • ** Verecanda debet esse, transhitiQ ; ut dedueta ene in aUen^um locom boo imuMa» 
atqoA at voluntario noa vi venJMe Tideatur.'* i>« Orators, ti6. ut. e. £3. 
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2. To be new, and not Tulg^, Is a beauty. Titte and common re- 
lemblances should indeed be avMded in our metaphon. But when 
tfaey are fetched from some likeness too remote, and lying too iar out 
of the road of ordinary thought, then, besides their obscurity, they 
have also the disadyantaee of appearing laboured, and, as the French 
call it, ** recherch6.'* Metaphors, like all other ornaments, lose their 
whole grace, when they do not seem natural and easy. * 

3. it is but a bad and ungraceful softening, which writers sometimes 
use for a harsh metaphor, when they palliate it with the expression, 
as it were. This is but an awkward parenthesis; and metaphors^ 
which need this apology of an as tf were, would, generally, have been 
better omitted. {See Art. 166.) Metaphors, too, borrowed from any 
of the sciences,*' especially such of them as belong to particular profes- 
sions, are almost always faulty by their obscurity. (Art*, 84. Illue,) 

268. In the fourth place, it must be carefully attended to, 
in the conduct of metaphors, never to jumble metcqphoriccU 
and plain language tc^ether : never to construct a period 
so, that part of it must be understood metaphorically, part 
literally : this always produces a most disagreeable confu- 
sion. 

Sxamfle 1. Ltnig to my joyi mv dearatt lord is lost, 

Hit country's baekier, and the Grecian boast ; 

Now ftom mr food embrace by tempests torn, 

Our other column of the state is borne, 

Nor took a kind adiea, nor sought oonsont.* Oi%fM«y IF. 968. 

Analysis. Here, in one line, her son is figured as a column ; and in 
the next, he returns to be a person, to whom it belongs to take adieu, 
and to ask consent. TMs is inconsistent. The poet should either 
have kept himself to the idea of man, in the literal sense ; or if he 
figured him by a column, he should have ascribed nothing to him but 
T^at belofX£ri»a ** it. He »•• •at 4t liberty to ascribe to tb*t euiuum 
tiie actions and properties of a man. Such wumaturai mixtures render 
the image indistinct ; leaving it to waver, in our conception, between 
fhie figurative and the literal sense. 

JBxample 2. Pope, elsewhere, addressing himself to the king,8avs, 

To thee the world its present homa|;e pays, x 

The harvest early, but mature the praise. 

Analysis. This, though not so gross, is a fault, however, of the same 
kind. It is plain, ^at haid not the rhyme misled him to the choice of 
an improper phrase, he would have said. 

The harvest early, bormature the crop : 

and so would have continued the figure which he had begun.. Whereas 
by dropping it unfinished, and by employing the liter^ word, ^iraise, 

* In the original, there is no allnsion to a column, and the metaphor is legnlarly 
supported : 

*H npiv fiev noaiv hrOXov an^pnaa dovfuHwfVTa 

JLaffkoVf rov kXcos Ivgn Kad* 'KWaia Kai fisoov Apyoc 
Nvv i* av naiS* ayamjTov av^pttxj/arro OvcAXat 
*A«Aca £K iityapov, ovS* hpfLijOeoros uKOwa. A. 734. 
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when we were ezpeeting eonie^iig that rested to the hairest, the 
fifura it hroken, and the two memben of the eentence heye no proper 
eorreipondence with etch odier : 

Hm All iurt early, bot matme the jwiNi 

JExampU 8. The works of Ossian abound with beautifid and correct 
metaphors : such aa that on a hero : " In peace, thou art the gale of 
apring ; in war, the nwuntain storm.** Or this, on a woman ; " She 
was covered with the light of beauty ; but her heart was the house of 
pride.*' 

JBxeepHon, They aflford, however, one instance of the &alt we are 
now censuring ; " Trothal went forth with the stream of his people, 
but they met a rock : fi>r Fingal stoed unmoved ; broken the v roUed 
back from his side : nor did they roll in safety ; the spear of tne king 
pursued their flight** 

Amabftis, At the beginning, tbe metaphor is very beautiful. The 
stream, the unmoved rock, the waves rolUng back broken, are expres- 
sions employed in the proper and consistent language of figure ; but 
in the end, when we are told, ** they did not roll m safety, because the 
spear of the king pursued th«dr flight,** the literal meaning is improper- 
ly mixed with me meteplior ; they tm, at one and (he same time, pre- 
sented to us as tooees that roU, and men that may be pursued and 
tffininded with a §pear, 

269. In the fifth place, neter make two different meta- 
phors meet on one object. This-is what is called mixed met- 
aphor, and is indeed one of the grossest abuses of this figure ; 
such as Shakspeare's expression, '' to take arms against a 
sea of troubles." This makes a most unnatural medley, 
and confounds the imagination entirely. 

iUiis. Quinctilian has sufficiently guarded us against it. " We must 
htf pnticularly attentive to end with tb^ «une kmd ^ met^p^or ^iritk 
which we have tiegua. Smne, when they begin the figure with a tem- 
pest, c(mclude it with a conflagration ; which forms a shameful incon- 
sistency.*** 

Euu^t 1. The charm dinolvei apaoe, 

And as the morning itea]! upon the night, 
Ibltinf the darkneei, go their rising teuMa 
Begin to chase the ignorant fumes that mantle 
Their clearer reason. TVsipest. 

Analysis. What an inconsistent group of objects is brought together 
in this passage, which professes to describe persons recovering their 
judgment after the enchantment, that held them, was dissolved ! So 
many ill-sorted things are here joined, that the mind. can see nothing 
clearly ; the morning stealing upon the darkness, and at ^e same time, 
melting it; the senses of men chasing Jvmes, ignorant fumes, and 
fi/unes Diat mantle. 

Example 2. So again in Romeo and Juliet : 



• as glorious. 



As is a winged messen^r from heaven. 
Unto the waite ttptaroad wondering eyes 



* *< Id imprimis est custodiendum, ut quo genere eoeperis translationis, lioo finisa. 
M ulti autem cum initiom a tempestate sumserunt, inoendio aut ruina finiunt : mm eai 
bHODsequentia renun ftedissima.'* 
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OfniMrtak, Uut fldl ba«k to jMt 09 hlB» 
Whed he bettri<]M th»iftxy-paeiii|; elondi, 
And nib upon the bowrni of the air. 

Ancdytis, Here, the fl^nfj^l Ib repnesented as, at one moment, he- 
iiridvtig t|ie clouds, and sauing upon the air; and upon the bosom of 
the air too; which forms such a confused picture, ttiat it is impossible 
for any imagination to comprehend it. 

Example 8. More correct writers than Shakspeare sometimes fall 
.into this error of mixing metaphors. 

I bridle in my atrugffling muae with pain. 
That longs to launch into a bolder strain.* 

Analysis. The muse, figured as a horse, may be bridled; but when 
we speak oi launching y we make it a ship ; and by no force of imaffin<- 
ation, can it be supposed both a horse and a ship at one moment ; orv- 
died, to hinder it from laundUng, Were we to try this metaphor by 
Addison's own rule$ namely, to suppose the figure painted, it would 
appear more grotesque than any of Hogarth's subjects. That the muse, 
from her connexion with the winged horse Pegasus, might sometimes 
require the bridle, is not perhaps rery unnatunu. Bui were she pain^ 
ed in an attitude in which the bridle preyented her from launching or 
jumping into the sea; or were a picture to exhibit a ship launched, jiot 
into the sea, but upon a sheet of paper, or into a song, the spectator 
would feel something of the disposition inspired by the monster of 

Horace, 

Spectatum admini risum teneatiB amici* 

But the muse is a goddess. Now to bridle a goddess is no very delS- 
eate idea. But why must she be bridled ? because she lones to launch ; 
m act which was never hindered by a bridle. And whimer will she 
launch ? into a nobler strain. She is in the first line a goddess, or a 
horse, in the second, a boat or a javelin, (for both may be launched) 
and the care of the poet is to keep his horse, or his boat, or his spear ^ 
from singing. 

270. Addison's rule is a good one for examining the pro- 
priety of metaphors, when we doubt whether or not they be 
of the mixed kind : namely, that we should try to form a 
picture upon them, and consider how the parts would agree, 
and what sort of figure the whole would present, when de- 
lineated with a pencil. By this means we should become 
sensible, whether inconsistent circumstances were mixed, 
and a monstrous image thereby produced, as in all those 
faulty instances which have been given ; or whether the ob« 
ject was throughout presented in one natural and consistent 
point of view. 

271. As nietaphors ought never to be mixed ; so in the 
sixth place, we should avoid crowding them together on the 
same object. Supposing each of the metaphors to be pre- 

aerred distinct, yet, if they be heaped on one another, they 

_ t 

* Addiion. 
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produce a confusion somewhat of the same kind with the 
mixed metaphor. 

Example 1. ** There is & time, when frctioDf, by the Tehemence of 
flieir fermentation, stun, and disable one another."* 

^tfnoiysts. The noble author represents factions, first, as discordant 
fluids, the mixture of which produces violent fermentation; but be 
quickly relinquishes this view of them, and imputes to them operations 
and enects, consequent only on the supposition of their beine solid bod- 
ies in motion. They maim and dismember one another oy forcible 
collisions. 

Example 2. " Those whose minds are dull and heavy do not easily 
penetrate into the folds and intricacies of an aifidr, and therefore can only 
scum off what they find at the top."t 

AntdyBie, That the writer had a riffht to represent his affidr, what- 
ever it was, either as a bale of clo&, or a nuid, nobody can deny. 
But the laws of common sense and perspicuity demanded of him to keep 
it either the one or the other, because it could not be both at the same 
time. It was absurd, therefore, after he had penetrated the folds of it, 
an operation competent only on the supposition of its being some pliable 
body, to speak of scumming off what floated on the surface, which could 
not be performed unless it was a fluid. 

272. The only other, rule concerning metaphors, which 

we shall add, is, that tlicy he not too far pursued. If the 

resemblance on which the figure is founded, be long dwelt 

upon, and carried into all its minute circumstances, we 

make an allegory instead of a metaphor ; we tire the reader, 

who soon becomes weary of this play of fancy ; and we 

render our discourse obscure. This is called straining a 

metaphor. 

Critiek 1. Cowley deals in this to excess; and to this error is ow- 
ing, in a great measure, that intricacy and harshness, in his figurative 
language, which we before remarkea. (Art. 207.) 

2. Lord Shaftesbury is sometimes guilty of pursuing his metaphors 
too far. Fond, to a hish degree, of every decoration of style, when 
once he had hit upon a figure that pleased him, he was extremely loath 
to part with it. 

3. Dr. Young also often trespasses in the same way. The merit, 
however, of this writer, in^gurative language, is great, and deserves 
to be remarked. No writer, ancient or modem, had a stronger imag- 
ination than Dr. Young, or one more fertile in figures of every kind. 
His metaphors are often new, and often natural and beautiful. But his 
imagination was strong and rich, rather than delicate and correct, 
j^ence, in his Night Thoughts, there prevail an obscurity, and a hard- 
ness in his style. The metaphors are frequentiy tdb bold, and frequent- 
ly too far pursued; the reader is dazzled rather than enlightened; 
and kept constantly on the stretch to keep pace with the author. 

4. Of all the Enelish authors, none is so happy in his metaphors as 
Addison. His imagmation was neither so rich nor so strong as Dr. 
Young's; but far more chaste and delicate. Perspicuity, natural 
grace, and ease, always distinguish his figures. They are neither 

*BoUnsbrok0. t Swift. 
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harsh nor strained ; they never appear to have been studied or sought 
after; but seem to rise of their own accord fiom the subject, and con- 
stantly embellesh it. , ' 

Sdiolia. 1. Metaphors expressed by single word.s may, it seems, be 
introduced on every occasion, from the most careless emisions of con- 
versation, to the highest and most passionate expression of tragedy ; 
a&d on all these occasions they are, perhaps, the most beautiful and 
significant language that can be employed. There is no doubt of the 
justness of this olServation with regard to any species of speaking or 
writing,^ except that which denotes violent passion, concerning which 
the practice of the most correct performers is not uniform ; some of 
them rcjjectlng, others admitting, the use of such figures. 

2. Short metaphors appear with perfect propriety in oratory, me- 
moirs, essays, novels, but particularly in history. The historian is 
scarcely permitted to indulge in hunting after comparisons ; he is sel- 
dom allowed to introduce the more elevated and poetical figures of apos- 
trophe and personification; he is not ev^en at liberty to amuse with 
metaphors extended to many circumstances of resemblance, but to those 
expressed in single or few words, he has the most apprpved access. 
Such ornaments are the proper implements of a vigorojus and decisive 
mind, which has leisure only to snatch a ray of embellishment from a 
passing object, without turning aside from its capital pursuit. The 
superior attention of the historian to the matter of which he treats, the 
dignity and gravity of his style, which ought to correspond to the impor- 
tance of his matter, call upon him to communicate his thoughts in the 
most correct, perspicuous, and forcible language ; and such, in a serene 
state of the mind, is the language of short metaphor. 

3. Both Shakspeare and Otway conceived short metaphors to be 
perfectly consistent with the most violent agitations of passion. It is 
in vain to appeal to the authority of other tragic poets. They are unan- 
imous for the use of similar metaphors in similar situations. Many oi 
them, indeed, have so overloaded their pathetic scenes with this bril- 
liant ornament, that it obscures the meaning;, diminishes the impression, 
and sometimes disgusts the reader. 

4. But extended metaphors, which chiefly amuse the imagination by 
a great variety of pretty and pleasant resemblances, are much more 
circumscribed in their appearance. They are too refined to occur in 
conversation, or on any occasion that allows not time for recbllectipn, 
and for tracing similitudes which are at least so remote and unexpected 
as to surprise and captivate. They present themselves with perfect 

rice, in pulpit-oratory, in political writings, in works of criticism, and 
essays. But their peculiar province is descriptive poetry, and the 
dispassionate parts of epic. They are inconsistent with violent passiom, 
and are seldom introduced with success into tragedy. They are calcu- 
lated entirely to please the imagination. They interfere with all the 
strong feelings ot tiie heart. The mind that can either utter or relish 
them may be gay and elevated, but must be composed and tranquil. 
Under the pressure of deep distress, they are disgusting and intol- 
erable. 

14 
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CHAPTER III. 

COMPARISONS OR SIMILES. 

273. COMPARISONS or similes differ chiefly from 
metaphors in the vigour of imagination with which they 
are conceived. In the use of metaphors, we suppose the 
primary object transformed into the resembling one. In 
the use of comparisons, we soar not so high, but content 
ourselves with remarking similitude merely. 

lUw. 1. In all comparisons there should be found something new or 
flurprising in order to please and illustrate. There is nothing new Of 
surprising in the resemblance of the individuals of the same species, as 
when we say, one man, or one horse, or one oak, is like another ; be- 
cause these individuals are formed by nature similar, and no comparison 
instituted between them can be supposed to produce any novelty or 
surprise. To find, then, resemblances which are new or surprising, 
and which, consequently, may produce pleasure or illustration, we 
must search for them where they are not commonly to be expected, 
between things of different species. 

Example. If, for instance, I discover a resemblance between a man 
and a horse in swiftness, between a man and an oak in strength, or 
between a man and a rock in steadiness, such resemblances, being 
new, and generally unobserved, excite surprise and pleasure, and im- 
prove my cfonceptions of the swiftness, strength, and steadiness, of tlie 
man. 

Carol. Hence results the first general principle concerning good 
comparisons or resemblance ; they must be drawi^ from one species 
of things to another, and never instituted between things of the saqpie 
species. 

IUu8. 2. Again, when we place a great object opposite to a little one, 
a beautiful picture to an indifferent one, or one shade of the same colour, 
to another ; we are surprised to find, that things which seemed so 
much alike differ so widely. We conceive the beauties and defects of 
the objects contrasted greater, perhaps, than they really are, at least 
much greater than they, appear when surveyed apart. 

Corol. Hence is derived the second principle respecting compari- 
sons, that contrasts must be instituted between things of the same spe- 
cies, because no pleasure or illustration can result from finding dissi- 
militude between things naturally different. 

Illus. 3. As it is necessary there should be resemblance in ^ 
comparisons, it is obvious that the objects of different senses c^not 
furnish foundation for them. There is no resemblance between a sound 
and a color, a smell and a surface of velvet. 

Corol. Comparisons, then, must farther take place between tiie ob- 
jects of the same sense ; and, as the sight is the most lively and distinct 
of all the senses, and the ideas it communicates make the deepest im^ 
pression on the mind, the most beautiful and striking comparisons are 
deduced from the objects of this sense. (See the Ex. and Analynt 
t9 Art. 218.) 
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niuM. 4. But ^oueh the far greater part cf eomparimnB result from 
the resemblance of tne qualities of sensible objects akme, yet they are 
sometimes instituted between the qualities of sensible and intellectual 
objects. 

Example. Thus, Shakspeare compares adversity to a tdad, and 
slander to the bite of a crocodile. 

Scholium. In all these cases, howevei*, the abstract or intellectual 
object is personified, and the comparison is founded on the supposed re- 
semblance which the qualities of the intellectual object bear to those 
of the sensible object, aftej the former 'also has become a sensible object. 

IUu8. 5. In addition to the kinds of similes already explained, there 
18 another that frequently occurs, in which the effects only of two ob- 
jects are compared. The same analogy takes place with regard lo 
them, which was formerly observed to appear in the resemblance of 
the sound of words to their sense. {Jirt. 225.) The objects compared 
are not perhaps similar in their qualities, at least the merit of the fig- 
ure does not depend on this circumstance, but upon the similarity of 
the impressions or emotions they produce in the mind. 

Examples, Upon this principle, the following comparisons are suc- 
cessfully framed. 

1. " Often, like the evening sun, comes the memory of fcnrmer times 
on my soul."* 

2. " The music was like the memory of joys that are past, pleasant 
and mournful to the soul."t 

8. ** Sorrow, like a cloud on the sun, shades the soul of Clessa- 
mour."| 

4. " Pleasant are the words of the song, and I5vely are the tales of 
other times. They are like the dew of the morning on the hill of roses, 
when the sun is faint on its side, and the lake is settled and blue in the 
vale."|l 

Analysis. There is no resemblance between the evening sun and 
the memory of past joys, between sorrow and a cloud, or between the 
words of the song, and ihe dew of the morning ; but every perwn 
must perceive, that by these objects similar impressions or emotions 
are excited in the mind. 

274. All comparisons may be reduced to the following 
heads. I. Those which improve our conceptions of the ob- 
jects they are brought to illustrate, — ^we call explaining camr 
parisons. II. Those which augment the pleasure of im- 
agination by a splendid assemblage of other adjacent and 
agreeable objects,-Trwe call embellishing comparisons. III. 
And, finally, those which elevate or depress the principal 
object, an operation often requisite in writing, but more 
particularly in speaking, — we call comparisons oi advantage, 
or of disadvantage. 

275. All manner of subjects admit of explaining compare 
isons. Let an author be reasoning ever so strictly, or treat- 
ing the most abstruse point in philosophy, he may very prop- 
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erly introdttoe a comparison, merely with a view to make 

his subject better understood.- 

Excunple. Of this nature is the following in Harris's Hermes, em- 
ployed to explain a very abstract pointy tne distinctioB between the 
Sowers of sense and imagination in the human mind. ** As wax," says 
e, " would Dot be adequate to the purpose of signature, if it had not 
the power to retain as well as to receive the impression, the same holds 
of the soul with respect to sense and imagination. Sense is its recep- 
tive power ; imagination its retentive. Had it sense without imagina-' 
tion, it would not be ,as wax, but as water, where, though all impres- 
sions be instantly made, yet as soon as they are made they are instantly 
lost." 

lUus. In comparisons of this nature the understanding is concerned 
much more than the fancy : and therefore the only rules to be observ- 
ed, with respect to them, a^e, I. That they be clear ; 11. That they 
be useful ; III. That they tend to render our conception of the princi- 
pal object more distinct; and IV. That they do not lead our view 
aside, and bewilder it with any false light. 

276. The most vigorous imagination can scarcely be sup- 
posed to have conceived more striking comparisons, or bet- 
ter adapted to improve our conceptions of the principal ob- 
ject, than the following ones of Shakspeare. . Describing 
the eflfects of concealed love, he makes this happy compari- 
son : 

** She never told her love, 
Bat let eoneealment, like a worm in thel)ud, 
Feed on her damask eheek. She pined in tliou^t, 
And with a green and yellow melancholy, 
She gat, like patience on a monuinent, 
Smiling at grief.*'* 

377. EmbelHsking compoarisonsy — ^those with "which we are 
ehiefly concerned at present, as figures of speech'^— are intro- 
duced not so much with a view to inform and instruct, as to 
adwna the subject of which vire treat ; and they are those, 
indeed, that most frequently occur. 

lUus. Resemblance is tiie foundation of this figure. We must not, 
however, take resemblai^ce, in too strict a sense, for actual similitude 
and likeness of appearance. Two objects may sometimes be very hap- 
pUy compared to one another, though they resemble each other, strictly 
speaking, in nothing; only because they agree in the effects which 
they produce upon 5ie mind ; because they raise a train of similar, or, 
what may be called, concordant ideas; so tiiat t;^e remembrance of the 
one, when recalled, serves to strengthen the impression made by the 
other. Iniws. 5. MU 273.) 

Example 1. To describe the nature of soft and melan^choly music, 
Ossiaa says," The music of Garryl was, like the memory of joys that 
are past, pleasant and mournful to the soul." 

\8ndty8i8. This is happy and delicate. Yet surely, no kind of mu- 
sic has any resemblance to a feeling of the mind, such as the memory of 
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past joys. Had it been compared to the yoice of the nightingale^ or 

the murmur of the stream, as it would have been by some ordinary 

poet, the likeness would have been more strict ; but, by founding his 

simile upon tiie effect which Carryl's music produced, Ossian, while 

he conveys a very tended image, gives us, at the same time, a much 

stronger impression of tlie nature and strain of that music : " Like 

the memory of joys that are past, pleasant and mournful to the soul.** 

Example 2. Homer introduces a most charming night-scene, while 

' his main object is only to illustrate the state of the Grecian camp after 

a battle. 

** The troopf, osultioff. lat in order round, 
And beaming fires Ulomin'd all the ground. 
As when the moon^ resplendent orb of night, 
O'er heav«in's pure azure shed her sacred light ; 
When not a cloud o'ercasts the solemn scene. 
And not a breath disturbs the deep serene } 
Around her throne the vivid planets roll, 
And stars onnuiober'd gild the glowing pole ; . 

O'er the dark tpes a yellow verdure spread. 
And tipt with silver ov'ry mountain's head. ^ 

^en shine the vales, the rocks in prospect rise, 
A flood of glory bursts from all the skies,^ 
V The Gooseious swains, rejoicing in the ni^ht. 
Eye the blue vault, and bless the useful light. 
Bo iBany flames before proud tWon blaze. 
And lighten glimmering Xanthus with theiitjraysl^' 

Analyna. This simile needs no comment to display its beauties. Not 
only is me primary object, the Grecian fires, elucidated by the splendid 
resemblance of the glowing star^, but the imagination is farther capti- 
vated by a delightfw collection pf connected objects, which together 
fM>ncur to form an ^xtennve and interesting picture. 

Scholium, Such comparisons not only supply the most striking illus* 
trationa of the objects they are brought to illuminate, but embellish 
also &e general prospect by occasional openings into beautiful adja- 
cent fields. They operate like episodes in along work, which relax and 
regale the mind, without distracting it from its capital pursuit They 
produce an efifect similar to what happens to the traveller, from sur- 
veying in his course unexpected and surprising scenes of nature or of 
art^ He turns aside a moment to contemplate them, and then resumes 
his journey with redoubled ardpur and delight. 

278. The third sort of comparisons are employed to eU' 
vote or depress tiie principal object. 

EauanpU 1. The following example must aggrandize our conceptions 
«f the valour of Hector, howsoever great we can suppose it to have 
been in reality. 

' ** Girt ilk surrounding flames, he seems to fall 
Like fire fVom Jove'.^nd bursts upon them all : 
Bursts as a wave, tnat from the clouds impenos. 
And swell'd with tempest o'dr the ship dewcends. 
White are the decks with foam : the winds aloud 
Howl o'er the masts, and ring through every shroud, 
Plile, trembling, tired^ the sailors freeze with iS^urs, 
And iiistant death in every wave appears, 
do pale the Greeks the eyes of Hector meet, 
The chief so thunders, and so shakes the fleet." 

Jixample 2. The following quotation will explain the manner in 
which comparisons operate to depress the primary objeet. Milton has 

14 * 
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employed a most ezpreMive and f uccewful figure to vilify the conrif* 
tad retifltance of the fkllen uigieia : . 

(< OftbrMl u a herd 

Of goati, or Um'roiM flock, togetlier tbroogod, ; 

Drove them before himi thaiider-etrack, pnnued 

With terroft and with fhriei, to the bouDdt 

And cryital wall of heaven.** ^ 

Exan^le 8. Shakspeare could not have deVised a more eflfectnal 
method of exposing Uie character of a foD».than by contrasting him 
with Ills most valorous hero, Hotspur. Tne passage supplies a per- 
tinent illustration of the nature ot contrasts, and of their powers to 
diminish or depress. Hotspur thus addresses the king about the pris- 
oners whom he had taken, and whom he had been accused of refusing 
to surrender : 

« —..._ My liege, I did deny no prisoners, 
But I ramember, when the fight was done, 
When I was dry with rage and extreme toil, 
Breathless and foint, leaning upon my sword. 
Came there a certain lord, neat, trimly dressM, 
Fresh as a bridegroom ; and bis chin new reap'd, 
8hav*d like a stubble-land at harvest home. 
He was porfbmod like a milliner ; 
And *twizt bis finger and his thumb he held 
A pounoet-box, which ever and anon .1 , * 

He gave his nose-^^And Aill he smil'd and talk*d: :• ^- -^ t^ 
And as the soldiers bore dead bodies by, ' v. ' , v 

He ealPd them untaught slaves, unmannerly, 
To bring a slovenly unhandsome corse 
Betwixt the wind and his nobility. 
With many holiday and lady tenns 
He quBsCionM me. Among the rest demanded 
My prisoners in yoqr majesty's behalf: 
I, all smarting with my wounds, being gali'd 
To be so postered with a popinjay, 
Out otmv grief and my impatience, 
Answer*d neglectingly : I know not what ; 
Be should, or he riiould not j for it made me mad. 
To see hiai shine so bri|ht,And smell so sweet. 
And talk so like a waiting gentlewoman, 
Of guns, and drums, and wounds. ■■■ 
And telling me, the sovereign'st thing on earth 
Was parmacety for an inward bruiso j 
And that it was a pity, so it was, 
That this villanous salt-petre should be digg'd 
Out of the bowels of the harmless earth. 
Which many a good tall fe(jow hnd destroyed 
80 cowardly ; and but for these vile guns, 
He would himself have been a soldier." 

Obs. Having explained the nature of comparisons, and illustratied 
the purposes wmch they are -calculated to serve, to guard the student 
against errors, we shall enuknerate the capital mistakes committed in 
the use of these figures ; and then conclude the chapter by some vfh 
marks on the propriety of the occasions in which they may be intro- 
duced. 

279. Comparisons should not be instituted betfteen objects, 

the resemblance of which is either obscure, faint, or remote. 

Example, The following simile was intended by Milton to illustrate 
the anxiety with which Satan traversed the creation, in order to find 
out subjects for destruction and revenge. 

" As when a vnltnre on Imaus bred, 
Whoee snowy ridge the roving Tartar boonds. 
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Dialodginj^ from a region scarce of prey. 
To gorge the fleafa of lamba or yearling kidi^ 
On hills where flocks are fed, flies to Uie springs 
Of Ganges or Hydaspes Indian streams. 
But in his way lights on the barren plains 
Of Sericana, where Chineses drive 
With sails and wind their cany wagcona light ; 
So on this windy sea of land the fiend 
Walked up and down alone, bent on his prey." 

^neUysis. The objects contained in thk oomparison are 'so little ■' 
known, even to those who claim the character of being learned, and 
tfaey are so totally unknown to the greater part of readers, that it has 
the- appearance of. a riddle, or a pompous, parade of erudition, ratjier 
than of a figure to illustrate something less conspicuous and striking ; 
than itself. Many of the similes, also, which were frequent and beau- , 
tiliil among the Greeks and Romans, as those drawn from the lion, the 
tiger, the wolf, the sphinx, the griffin, animals with the characters and 
properties of which they were supposed to be well acquainted, are re- 
tained by modern poets with much impropriety. To the learned they 
are destitute of novelty, an essential ingredient in every good compari- 
son; to the unlearned, they are involved in much greater obscurity ' 
than the subjects they are brought to illuminate. ^ 

280. Comparisons should not be deduced from objects 
which rise much above, or fall much below the primary ob- 
ject; nor should they suggest yee/t7^5 discordtmt with the 
tone of the emotion which the object prompts. If a com- 
parison soar too high, it throws ridicule, instead of embel- 
lishment, on the object it is intended to adorn ; the latter 
sufTering from contrast, instead of being elevated by simili- 
tude. I 

Example 1. The subsequent comparison is reprehensible in this 
view. Homer paints the noise of opening the great lock of the repos- 
itories of Ulysses, by a comparison that borders on burlesque : 

" Loud as a bull makes hill and valley ring, 
So roar'd the lock when it released the spring.'* , 

281. If, again, a comparison be destitute of dignity, some 
portion of its Ansignifcance is transferred to the prindpdl 
d^ect. 

Example. Milton describes the surprise of the fallen angels by a 
■imilitude which savours of levity. ' 

<( They hear'd, and were abashed, and up they spriuig 
Upon the win^ } as when men wont to watch 
On doty, sleeping fbund by whom they dread, 
Souse and bcwtir themselves ere well awake." 

Andlvns, Milton did not intend to ridicule the appearance of fallen 
angels by this comparison ; if he had so intended, he would have de- 
served applause, for every reader feels how successful he would have 
been. 

Example 2. Homer paints the equality of the contest between the 
Greeks and Trojans, in a well-fought field, by the equilibrium of m 
balance destined to weigh wool 
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« As when two fcalM ara cbargM with doobtfol losds, 
From gide to tide the trembliof balaaoe nods, 
(While aoae laboriouB matron, just and poor, 
With nice exactnoM weighs her W00II7 store), 
Tin poised aloft, the loitinff beam tuspends 
Each eqnal weight •, npr this nor tliat desoeods. 
80 stood the war ; till Hector's matchleci mi^it. 
With fates prevailing, tum'd the ecale of flight. 
Fierce as a whirlwitid up the wall he flies, 
And fires his hoet with toud repeated eries.^ 

SehoKum, Similes like these not only degrade the principal object, 
but they hurt it in another point of view ; they disgust the hnaginatioa 
by a reversal of diat order of ideas which is the most pleasant. In 
transitions from one object to another, the most agreeable succesrion 
is, to rise from the less to the greater. The mind inclines to extend its 
views, and to enlarge the sphere of its gratifications. In reversing thte 
order of succession, it holds an opposite course. It is obliged to re^ 
trench its views, and to circumscribe its enjoyments ; an operation 
manifestly unpleasant. 

282. But comparisons are still more censurable, when 
they jM'ompt feeUngs discordant with the aim of the princi- 
pal object, or when they suggest sentiments painful or disor 
greeable. 

Example. Addison, speaking of the later Greeks' poems, in the 
shape of eggs, wings, and altars, introduces the following similitude : 
** The poetry was to contract or dilate itself according to the mould 
in which it was cast ; in a word, the verses were to he cramped or 
extended to the dimensions of the frame prepared for them, and to 
undergo the fate of those persons whom the tyrant Procrustes used to 
lodee m his iron bed ; if they^ were too short, he stretched &em on the 
rack ; and if they were too long, he chopped off a part of thw body, 
till they fitted tiie couch he had prepared for them.^' 

AndysiB, The comparison is abundantly pertinent, but the tone of 
it is totally discordant with that of the subject which it is brought to 
illustrate. The pleasantry inspired by the foolish efforts of the minor 
poets is extinguished by the horror excited at the conduct of Pro« 
crustes. ' 

283. It is to be observed, in the last place, that compear- 
isons should never be founded on resemblances which are 
too obvious andfamiUar, nor on those which are imaginary. 

lUus, 1. To compare love to a fire, violent passion to a tempest, 
virtue to the sun, or distress to a flower dropping its head, are all sim- 
iles, either so obvious or so trite, as long ago to have lost all power of 
pleasing. 

iUiis. 2. In comparisons founded on imaginary resemblancb», the lit- 
eral sense of &e comparison bears an analogy to the metaphorical 
sense of the primary object. Thus, chastity Is cold metaphorically, 
and an icicle is cold naturally ; and for this whimsical reason, a chaste 
woman is compared to an icicle. The best poets have either indulged 
In such exceptionable similes, or have inadvertently adopted them. 

Example9. Thus Shakspeare, in Coriolanus : 

*' The noble sister of Poplicoia, 
The moon of Rome ; chaste as an idcle 
That's curled by the frost from purest snow, 
And hangs on Diana's temple." 
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Example 2. LQid BoUngbroke supposea a similitude between the 
discovery of truth, from comparing the accounts of different historians, 
and the production of fire by the collision of flint and steel : ** Where 
their sincerity as to fact is doubtful, we strike out truth by a confronta- 
tion of different accounts, as we strike out sparks of fire by the coIHb- 
ion of flint and steel." 

Anatysis. To illustrate the futility of such compsffisons, let us change 
the expression of the last .example, and the shadow of resemblance 
will vanish : '* Where historians differ in their accounts of the same 
transaction, whether prompted by insincerity, or any other reprehen- 
sible disposition, we discover the truth by comparing them and ma- 
kins them correct one another, and we generate fire by the collision of 
flint and steel.'* As the act of comparing different au&ors can scarce- 
ly be called collision, so different authors have no analogy with flint 
and steel. The word strike, used figuratively in the first member of 
the sentence, and literally in the second member, seems to have prompt- 
ed the author to employ this imaginary comparison. 

284. Extended similes may be introduced with advantage 
on various occasions. They are consistent with abstract 
disquisition^ and with perfect coolness and composure of 
mind. Such gentle appeals to the imagination, even in phil- 
osophical composition, always relieve and amuse the reader, 
and oflen add illustration to pleasure. 

285. There remains another species of composition, in 
which long and circumstantial comparisons frequently ap- 
pear ; it is that placid and feeble composition which can 
scarcely be said to instruct, ,for it contains little research or 
argument, but which has for its capital aim, to amuse ;he 
imagination by a number of pretty or familiar resemblances. 

Obs. Though similes are oflen the work of the boldest and most fer- 
vid fancy, yet none of the ornaments of language are perhaps more 
allied to deficiency (^ genius and taste, both in the writer and the 
reader. 

286. Long comparisons can scarcely be admitted with 
propriety into other prodjictions than those we have enumer- 
ated. History, in the hands of all writers of genius, has 
rejected them with disdain, though it admits short similitudes 
restricted to the mere province of illustration. 

Example, Hume thus characterizes Shakspeare: "There may re- 
main a suspicion that we overrate the greatness of his genius, in the 
same manner as bodies appear more gigantic, by their being dispro- 
portioned or mis-shapen." 

Ohs. If any one chooses to learn from experience the repugnance 
between the spirit of history and circumstantial comparisons, he may 
have recourse to Strada, author of the History of tiie Belgic War. 
He will there find, that the too frequent use of this ornament diminishes 
the dignity and the credibility of the performance, and communicates 
to a relation of truth much of the levity and fVivolity of a romance. 
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287. Oratory, for a similar reason, repudiates lengthened 
similes, though it admits short ones, and abounds with other 
figures ; particularly interrogation, meti^hor, and personifi- 
cation. 

iZlttf. In the more animated oration« of Cicero, there is scarcely to 
be found a single comparison of any extent. Demosthenes, still more 
ardent, more rarely indulges in the use of them. The minds of these 
illustrious orators were too deeply engaged with their matter, to be at- 
tentive to beauties calculated only to please. They aimed at the in- 
struction and conviction of their hearers, not to captivate their imagin- 
ations. They would have been ashamed to appear to have spent their 
time in ransacking nature for resemblances, however pertinent and 
brilliant, if not absolutely necessary. The ardour and penetration of 
tiieir minds would not have been, perhaps, very favourable to their ^ 
success, had they condescended to hunt for such puerile and declama- 
tory ornaments. 

"^ 288. But of all improper occasions on which circuniistan- 
tial similes can make their appearance, the most improper 
are the tender scenes of tragedy ; and yet such inconsisten- 
ces present themselves in some dramatic productions of no. 
small reputation. 

lUvs. Addison was endued with much sensibility in respect of sub- 
lime sentiments and the peculiarities of manners ; but he seems to have 
been incapable of conceiving any high degree of passion. His char- 
acters, accordingly, in the tragedy of Cato, display many of those 
8plen(Ud and dignified conceptions which he had imbibed in perusing 
the orators and poets of ancient Rome, but all savour of the Stoicism 
of Cato: tod when they attempt to utter the languaj^e of passion, they 
deviate into declamation, or adopt the frigid expression oi tame spec- 
tators. The scene between Lucia and Fortius, in the third act, will 
affi>rd ample proof of the justness of these remarks. 

Example 1. When Fortius, from preceding behaviour and acknowl- 
edgment on the part of Lucia, had every reason 'to believe he was &- 
voured with her love, and was anticipating the satisfaction of such a 
connection, in the most unexpected change of disposition; she informs 
him that she had made a vow never to marry him. Never was a man 
thrown more suddenly from the pinnacle oi felicity, into the abyss of 
despair. How does he express himself in such a critical situation I 
He introduces a comparison in the language of a spectator, descrip- 
tive of the attitude in which his agitation had placed him, without ut- 
tering a single sentiment of passion : 

**■ Fixt in aatonishment, I gaze npon thee, 
Like ooe just blasted by a stroke from heaven, 
Who pants for breath, and stiffens, yet alive 
In dreadful looks, — a monument of woe." 

Example 2. Lucia replies in the same language of description : 

" Oh ! stop those sounds, 
Those killing sounds ; why dost thou froMm apon nuB I 
My blood runs cold, my heart forgets to heave, 
1 ^ And life itself goes out at thy displeasure " 
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AfudysU, One would imagine that the author of the Rehearsal had 
In view such unnatural composition. But we cannot help heing sur- 
prised that Addison did not profit hy his remarks. ** Now here she 
must 'make a simile,'* says Mr. Bays. " Where's the necessity of 
that?" replies Mr. Smith. ' " Because she's -surprised; that's a gene- 
ral rule ; you must ever make a simile when you are surprised ; 'tis 
the new way of writing.'^ 

289. But although such deliberate and highly-finished 
comparisons are inconsistent with every violent exertion of 
passion, yet short similes^ adapted entirely to the purpose of 
illustration, may appear in the most passionate scenes. 

Illua, There is scarcely a tragedy in any language, in which passion 
assumes so high a tone, and is so well supported, as in the Moor of 
Venice ; and yet,, in one of the most passionate scenes of that passion- 
ate tragedy, no reader can hesitate about the propriety of introducing 
two similes, besides several bold metaphors. 

Example. Othello thus deliberates, in the deepest agitation, about 
the murder of his wife, on account of her supposed infidelity : 

" It is the cause, my soal, 
Let tne not name it to you, ye chaste stars ! 
It is the cause 3 — yet I'll not shed her blood. 
Nor scar that whiter skin of hers than snow, 
And smooth as monumental aiahaster ; 
Yet she must die, else she'll betray more men. 
Put out the light, and then put out thy tight* 
If I quench thee, thou flaming minister, 
I can affain thy flaming light restore. 
Should I repent ; but once put out thy light, 
Thou cunningest pattern of excelling nature, 
I know not where is the Promethean heat 
That can thy light relumine. 
Wh6n I have pluck'd thy rose, 
I cannot give it vital growth again ; 

It needs must wither.'' 

• 

AncUysis. The comparisons of the skin of Desdemona to snow m 
point of whiteness,, and to alabaster in point of smoothness, are admi- 
rably adapted to improve our ideas of her beauty, and consequently 
to heighten the tide of the Moor's distress, in being obliged to put to 
death, from principles of honour, a woman he had so much reason to 
admire. The meditation on the resemblance between her life and the 
light of a taper is striking and melancholy: and the comparison be- 
tween her death and the plucking of a rose is perfectly concordant 
with the same sentiments. 

Carol. Short similes, which aid the impression by rendering oar 
conceptions more vivid and significant, are therefore consistent with 
the highest swell of passion. 
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CHAPTER IV. 

PERSONIFICATION. 

290. PERSONIFICATION, or Prosapcpeia, is a figure 
which consists in ascribing life and (iciion to inanimate ob- 
jeets. It has its origin in the inflnence that imagination 
and passion have upon our perceptions and opinions. 

lUxu. If our perceptions anfl opinions were dictated and re^lited 
entirely by the understanding, nothing; could appear more whimsical 
and absurd than to confound so far one of the capital distinctions in 
nature, as to interchange the properties of animated and inanimated 
iubstances, and to ascribe sentiment and action, not only to vegeta- 
bles, but to earth, fire, water, and every other existence most remote 
from activity and sen5<ibility. Strange, however, as this practice may 
appear to reason, such is the ascendency of imap^nation and passion, 
that nottung is more frequent and meritorious with several sorts of 
writers, particularly orators and poets. 

Example 1. Anthony, in Shakspeare, thus addresses the dead body of 
Caesar: 

" O pardon me, tkon bleeding piece of earth !** 

2. ** The sword of Gaul," says Ossian, *' trembles at his side, and longt 
to glitter in his hand.*' 

3. '* Te looods and wilds ! whnsc melancholy gloom 
Accords with my rouI's Badness, and draws forth 
The voice of sorrow from my burgling heart." Lady Randolph. 

291. Not only the inanimate parts of nature are personi- 
fied, but the qualities and members of the body ; even ab- 
stract ideas have sometimes conferred upon them the same 
important prerogative. 

nius. Thus, hope and fear, love and hatred, the hettd, the hands, 
the feet, prosperity and adversity, are often addressed as independent 
livinfi^ agents. 

Scholium. Human nature is a very compounded constitution, of 
which the several parts strongly influence one another. All mankind 
have remarked the Hingular power which affection and passion assume 
over our actions and our opinions. When we wish to believe any re- 
lation, or to perform any actios, we seldom want reasons to persuade 
us that our opinions are well founded, and that our conduct is right. 
Affection, or interest, guide our notions and behaviour in the affiiirs of 
' life ; imgaination and passion affect the sentiments that we entertain 
in matters of taste. 

/Sd2. These faculties suggest a division of personification ' 
into two kinds ; the first called descriptive^ which is address- 
ed chiefly to the imaginaHon : the second, passionate, the 
object of which is to afford gratification to the passions. 
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HHm. 1. The eoneeption that we entertain of &e former of flieie 
kinds, amounts not ^ conviction that life and intelligence are really 
communieated to the personified object ; but the conception we form 
of die latter seems to amount to conviction, at least for a short time. 

2. When Thomson personifies the reasons, when Milton calls Shaks- 
peare fancy* $ child, when the ocean is said to tmiUy and the torrent to 
roar, the most delicate imagination is not so far misled as to conclude 
that there is any thing read in the'se suppositions. They are figures 
conjured up entirely to gratify the imagination ; and for that reason, 
examples of this sort are denominated d^eriptive personifieatuMU ; be- 
cause they are concordant with the tone of vivacity suggested by de- 
scription^ {lUvs. Art, 35.) 

3. But, in two of the instances already quoted, where the persons 
who personify are agitated by real passion, when Antony addresses 
the dead body of Caesar ; and Lady Randolph converses with the woods 
and toilds ; the mind is affected in a much more sensible manner, and 
conceives for a moment that the deception is complete. As soon as 
passion subsides, and reflection recovers ascendency, the delusion 
disappears, and tiie fiction is detected. But as this momentary grati- 
fication is highly agreeable, and ev^n the reflection upon it is attended 
with pleasure, it is proper it should be distinguished from the former 
species of personification ; and for this reason it has been called pa$- 
nonate, 

293. As descriptive personification is derived from the dis- 
position of the imagination to indulge in such views of na- 
ture and art, as tend most to gratify itself; so life and mo- 
tion are capital sources of pleasure, in the contemplation of 
the objects with which we are surrounded. 

/Hus. 1. We feel a superior satisfaction in surveying the life of ani- 
mals, than that of vegetables ; and we receive more gratification in 
contemplating the life of vegetables, than thoM parts of nature which 
are commonly deemed inanimate. We receive even higher pleasure 
in beholding those animals of the same species, which are endowed 
with greater degrees of life and motion. 

2. In a word, in all views of nature atresf, as in landscapes; and in 
all ffiews of nature, in motion; the more numerous the objects are, 
either possessed of life, though not in motion, or possessed oi life* a|>d 
actually in motion, the greater, in proportion, is the power (tf the view 
to chann the imagination, and to captivate the spectator. It is this 
tendency of the imagination, to delight itself, not only with the con- 
templation of life, but of the best species of life, that of intelligence^ 
which induces it to extend this property as widely as possible, because, 
by doing so, it extends the sphere of its own enjoyment. It is not 
content, accordingly, with the contemplation of all the real life and 
action which fall under its observation; it makes vigorous exertions 
to communicate these valuable qualities to many other objects to which 
Providence has denied them ; to vegetables, to ideas, and even to ma$' 
ter totaJly Inert. 

294. The influence of this figure is so gentral and powef- 
fbl as to constitute the very essence of ^n^bitions addresoh 
ed to the imagination. 
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HBm, Strip the Seasons of Thornton, and Hie Geergies of Virgfl, of 
^Is sprif bdy ornament, and you will reduce the two most beautifal 

•tfCQc poems the world erer saw^ to dry, uninteresting, uninstructiTe 
details of natural history. You cannot open either of these perform- 
i^nees without meeting examples ; I present the first tlittt occurred to 

lUA. 

EmmmpU 1. Thus the author of the Seasons : 

** Now vivid Bten thine oat, in bri^tening flies, 
And bowklleM ^ther giowi. till the Air mooo 
Sbowi her broad viMge in tne crimion'd East } 
Now itooping Mems to kin the paniajf cloud. 
Now oW the pure cerulean ride* lublune. 
Nature, great parent ! wboae directing hand 
Bolli ronnd the ■eaaontof tlie changing year, 
How mighty, how majeitic, are thy woru ! 
With what a pleaiiant dread they swell the sonl. 
That sees nstonishM, and asteoish'd sings ! * 

You too, ye winds, that now begin to blow 
With bfl4st'roos sweep, I raise my voice to yon. 
Where are your stores, you viewless beings, say 
Where your aerial magazines reserved 
Against the day of tempest perilous ?" 

). The elegant Virgilian muse thus sings : 

** Interea Dryadam sylvas, saltusqiie seqoannir 
Intaetos, tua Mecenas baud mollia jussa. 
Te sine nil altam, mens iochoat ; en age segnes 
Bumpe moras \ vocat ingenti clamore Citheroo 
Taygetiqtie canes, domitrixque Epidaurus e<ittorum, 
£t vox assensu nemorum ingeminate remugit." 

AnalystB, Every reader will perceive how much these passages are 
enlivened by the personifications with which they abound. Every 
thing appears to live and act, and the imagination is charmed with a 
succession of vivid pictures. 

Ohs. EssayB of all kinds admit the use of this figure, and even histo- 

2 on some occasions. It is frequently fiound in oratory, particularly 
at of. the ancients ; and it is sometimes discovered in moral discourses 
among the modems. 

295. Passionate personification results fi'om the momcBt- 
aiy conviction which the violence of passion is qualified to 
inspire, — that the inanimate objects which engage its atten- 
tion are endowed with sensibility and intelligence. 

JUus. ThQ passions assume the most decisive influence over our 
opinions and actions, and, on some occasions, totally discompose and 
perplex the mind. They pull down reason and conscience from their 
throne, and usurp such an absolute dominion in the human fnme, that 
the waves of the sea in a storm are not more completely subject to the 
turbulence of the winds. 

2. If the passions are capable of producing these prodigio\is effects, 
we will not hesitate to allow them that sway which is requisite to ao> 
count for passionate personification. 3ut in whatever manner we 
shall account for the phenomenon, we cannot doubt of its reality ; and 
that all passions, when excited to extremity, possess this power, is evi- 
dent fit>m the high relish which we entertsan for such examples, when 
pnmerly exhibited. 

Example 1. Fear prompts this figure ; Milton, speaking of the tOi' 
mg of the forbidden fruit, thus sings : 

\ 
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** Bartli tramblMl from Iwr entiaili, as agaia 
In pangs, and nature gave a seeoBd groan: 
Sky lower'd, and, muttering thunder^ some sad drops 
Wept, at completing of tlie mortal sm." 

Example 2. Gri^ in solitude naturally assumes a similar phraseolo- 
gy. Thus Almeria, in the Mouraing Bnde : 

*< O Earth ! behold I kneel upon thy bosom. 
Open thy bowels of compassion, take ., 

Into thy womb the last and most forlorn 
Of all thy race. Hear me, thou common parent j; 
I have 00 parent else. Be thou a mother. 
And step between me and the corse of him 
Who was, who was, but is no more a &ttaer.*' 

8. Attachment utters itself in a similar manner. Shakspeare makes 
Richard II. vent his feelings to the following purpose ^ after landing in 
England from his expedition in Ireland : 

"I weep for joy 
To stand upon my kingdom once again i 
Dear earth. I do salute thee with mv hand, 
Thoorh rebels wound thee with their hoiaes* heoft j 
As a long parted mother with her ohild . 
Plays foiMl^ with her tears, and smiles In meeting ; 
fie weeping, souling, greet I thee, my earth.'* 

4. JBdtred takes hold of the same species of expression. Satan lihai 
addresses the sun, in Paradise Lost : 

** O thou ! that, with surpassing glofy erewnM, 
lnook'st from tbv sole dominion, line the god 
Of this new world, at whose signt all the stars 
Side their diminished heads ^ to thee I call, 
But with no friendly vMce, and add thy name, 

Sun ! to tell thee how I hate ^j beams, 
That bring to my^ remembrance from what stale 

1 felL How glorioas once aboTO thy sphere !" 

.. &. /oy also delights in personifiepttlon. Adam's exultatioii at bli 
first interview with Eve is heautifully painted by Milton. All nature Is 
aUye to share their happiness. 

««---- To the nuptial bower 
I led her, blushing like the morn ; all haavm. 
And happy constellations, on that hour 
Shed their selectest influence : the earth 
(Save signs of gratulation, and each hill ; 
Joyous the birds, fresh gales, and gentle airs 
WliisperM it to the woiras, and from their wings 
Flung rose, flum? odours from the spicy shrub 
Disporting ! Tin the amorous bird of night, 
Bang snoSsal, and bid haste the ereaiof star 
On lus hill-top, to light the bridal lamp.'* 

ff. The impatience of Adam to know his origin, is supposed to prompt 
4ihe personification of all the objects he beheld, in order to procure in- 
formation. 

«... Thou Sun, said I, fkir liffht ! 
And thou' enlightened Earth, so fresh and mr I - 
Ye hills and dales, ye rivers, woods, and plains, 
And j9 that live, and move, fair creatures, tell, 
Tell,'if you saw, how came I thus, how here !^* 

Scholium, These examples evince, that a great part of the most ex- 
presaive language of passion is personification, and that it is peculiarly 
adapted to ue more interesting scenes of life, where the passions are 
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wound up to Ihe highest pitch . We shoirid indeed natura1!;fr expect this 
consequence from the yiolent disorder of (he mind in which it can he 
relished; for, without ascending to that derangement which infers 
lunacy and distraction, reason can scarcely oflfer a greater sacrifice to 
ptsrion, than to admit Ae order of nature to he reversed, and inanimate 
existence to l>e endowed with life and intelligence. 

Exatnple 7. All the host §ragedie§, all the most passionate scenes in 
the most finished qnc poenUfhev ample testimony to its truth. We 
shall ezhihit only another quotation from the most perfect play of the 
most complete painter of the language of passion. King Lear, in ^e 
height of his distress, personifies, and rails against the elements, which 
be considers as combined with his daughters to procure his destruction. 

<* I tax not yoa, ye elements, with nnUndness ; 
I newer fsve you kingdwns, callM yoa ehildrai ^ 
You owe me no eubseriiition t then let fkll 
Yoor horrible ditpleuare. Here I ■land yoar brave ; 
A poor, infirm, wivak, and despia'd old man ! 
But yet I call yoa lervile miniaten, 
That have, with two pemicioiu danghten, foined 
Your hifh eafendered battlei *fainat a head 
Bo old and white as thia." * 

296. In treating of gender, {Art 56. Uka, 3. €md 4.) we 
took notice, that the English language possessed a singular 
advantage in marking personificaticns, by employing the 
protunms significant of sex. ui aU other casea^ inanimate 
objects must be denominated by the neuter pronoun ; and, 
in other languages, no distinction of gender can take place 
in personifications, because the genders of their nouns are 
invariable. But a writer in Engbsh is left at liberty to adopt 
either the mdU ox female sez; and it is of some consequence 
to attend to this circumstance, because improprieties are not 
uncommon. 

ExatMple. Milton has «hosen unsuitable genders for the following 
personifications. Of Satan, he sings, 

" Biaform 

Had not loat all ktr orifiaal brigbtoata. 
Nor appear'd leaa than afehangel min'o.^ 

Anaiwii. If the personification of the form of Satan was admissible,^ 
it shoub certainly have been masculine. A female form, conjoined 
to the person of a male, seems to approach the ridiculous. {See AnaL 
Ex, Art. 297.) 

297. A capital error in personijiccaion, is to deck the fig- 
ure with fantastic and trijling circumstances. A practice 
of this sort dissolves the potent charm which enchants and 
deceives the reader, and either leaves him dissatisfied, or ex- 
cites^ .perhaps, his risibility. 

Example. Shakspeare will furnish an example of this sort. 

" She shall be diffotfied with this high faonoiir. 
To bear my lady*B train ; lest the base earth 
Should flrom her veftttre ehance to Heal a kiae. 
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Diadaia to root ibo cummer pmelunc ftower, ' 

And jnake roiigh winter eTerleurtingiy.*' 

J§nalyn$, Here the earth, which we usually call ** our mother/' {JBku 
2. Jirt, 296.) is degraded hy being termed « base," (E», 8. Jirt. 896.) 
On the supposition that the earth is a person, it was competent to te 
poet to give her lips " to steal a Idss." But tiben to fancy Ihe aardi 
*< growing proud'' of this " favour," and disdainine ** to root the mna^ 
mer smelling ^wer," is a ridicule of all figurative commuBicatieii; 
since, as flowers would embellirii: her bosom, she prefers, to the ponq^ 
of dress, the pleasure of a kiss. But we may surmise that the poet 
personifies the earth as a male, since it is rather a masculine preroc»- 
tive ** to steai a kiss." Now, " so great a &vour,*' in place of eooluig 
hk heart, was calculated to inflame it ; therefore to imagine that die 
effect would be ** to make rough winter everlastingly," marks some* 
thing more than a defective taste in the poet. 

298. Another error^ frequent in descriptive periont^ec^ 
tieH$, consists in introducing them when the subject oi di^* 
cussion is destitute of dignity, and the reader is not prepar- 
ed to relish them. 

Example. One can scarcely peruse the following quotatjoni with 
composure. Thomson thus personifies and connects the bodily appe* 
tites, and their gratifications. 

" Then sftted Hunger bidi hif brother Thint 
Produce the mighty bowl ; 
Nor wanting ii the brawn October, dra¥ni, 
Mature and perfect, from his dark retreat 
Of thirty years j and now his honest firont 
Flames in the light refulgent.'* 

Example 2. Shakspeare, sometimes great in errors as in beauties, 
far outdoes Thomson. Speaking of Antony and Cleopatra : 

" The city cast 

Its people out upon her ; and Antonj, 
Ittthron'd in the markei-^la«e, did ait aJone, 
Whistling to the air, which but for vacancy 
Hiul gone to gaze en Cleopatra too, 
And made a gap in nature.'* 

299. So also, addressing the several parts of one's body, 
as if they were animated, is not congruous to the dignity ii 
passion. . 

Exanwle. For this reason, we must condemn the following passage 
fai Pope 8 very beautiful poem of Eloise* to Abelard : 

** Dear /atal name ! rest ever unrevealed. 
Nor pass these lips in holy silence sealed. 
Hide it, my heart, within that close disguise, 
Where, mix*d with 6od*s. his lov*d idea " 



Where, mix*d with 6od*s. his lov'd idea lies: 
Oh ! write it not, my hand ! — his naoM appeon 
Already written : — blot it out, my tears y' 



Jnalurii. Here are several different otjects and parti of the body 
personified ; and each of Hiem is addressed or spoken to ; let ue con- 
aider with what propriety. The first is, the name of Abelard: ** Dear 

• Ber eoQBtry ealls her Ekrfss, Pope EMtat I write tlia sitboiiraiiliy oTelChit. 

16* 
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latal name ! rett ever," fcc. To thit, no maioiiable objection can be 
made. For, as the name of a person often stands lor the person him- 
self, and suggests the same ideas, it can bear this personincation wida 
sufficient difpity. Next, Eloise speaks to herself; and personifies her 
heart for this purpose : ** Hide it, my heart, witiliin that dose/* &c. 
As the heart is a dignified part of the human -frame, and is often put 
for the mind or affections, this also may pass without blame. But, 
wh«t from her heart she passes to her hand, and tells her hand not to 
write his name, this is forced and unnatural ; a personified hand is low, 
and not in the style of true passion ; and the figure becomes still worse, 
when, in the last place, she exhorts her tears to blot out what her 
hand h«i written. « Oh ! write it not,'* &c. There is, in these two 
lines, an air of epigrammatic conceit, which native passion never sug- 
cests; and which is altogether unsuitable to the tendemeis whidi 
breathes tfartmgh the rest of that excellent poem. 

800. In prose compositions, this figure requires to be 
nsed with still greater moderation and delicacy. The same 
liberty is not allowed to the imagination there, as in poetrj^ 
The same assistances cannot be obtained for raising passion 
to its proper height by the forc^ of numbers, and the glow 
of style. 



CHAPTER V. 

ALLEGORY. 

* 

801. ALLEGORY is a species of writing, in which one 
thing is expressed, and another thing is understood. The 
analogy is intended to be so obvious, that the reader cannot 
miss the application, but he is left to draw the proper coin 
elusion for his own use. 

lUus, It is for this reason employed chiefly when a writer desires to 
eommunicate some important intelligence or advice, but is not permit- 
ted to deliver it in plain terms. It is also used for ornament, or to 
convey instruction so as to interest the imagination, and flatter the un- 
derstanding, by giving the reader the appearance of instructing himself. 

ExampQ 1. A finer and more correct allegory is not to be round than 
the following, in which a vineyard is made to represent God's people, 
the Jews. " Thou hast brought a vine out of £gypt; thou hast cast 
out the heathen, and planted it. Thou preparedst room before it, and 
didst cause it to take deep root, and it filled the land. The hills were 
covered with the shadow of it, and the boughs thereof were like the 
goodly cedars. She sent out her boughs unto the sea, and her branch- 
es unto Ihe river. Why hast thou then broken down her hedges, eo 
that all they which pass by the way do pluck her ? The boar out of 
the wood doth waste it, and the wild beast of the field doth devour it 
Return, we beseech thee, O God of hosts ; look down fixun heaven. 



and bebdd and vint tiiia vine ; and the ▼me3rard which thy right hand 
hath planted, and the branch that thou madest so strong for thyself."* 
2. Prior's Henry and Enuna contains another beautiful example, in 
which AtMium life is the primary object, and a voyage also the ailegoru 
eal one. Any reader of discernment will eaaUy trace die applicatioD. 
Emma addresses Henry : 

** Did I bat purpote to embark with thee 
Od the •mootn •arfliee of a f ummer'i Ma, Vt 

While fentle zephyn play in pro8p*roaa galee^ 
And fortune'* favoof alia the swelling safis, 
But would forsake the ship, and make the shore. 
When the winds whistle, and the tempests roar ; 
No, Heufy, no." 

Scholium, From these examples it will appear, that allegory par- 
takes of the nature of metaphor and eomparxson in respect of res^m- 
hUmte, though it is not altogether a resemblance of the same kind. In 
allegory no supposition is made, even for a moment, that the primary 
object is converted into the resembling one ; as is done in the case of 
metaphor. Nor is the similitude between the primary and resembling 
object pointed out, as is performed when comparisons are employed. 
We are left to discover the application, and to make the proper infer- 
ence. We are satisfied with discerning the general purpose of the al- 
legory, without inquiring with minuteness mto the interpretation of 
every particular circumstance, because circumstances are sometimes 
added, to adorn or complete the picture, without being intended to in* 
fer any application. Alleeory diners from metaphor and simile in an- 
other point. Almost all me subjects of allegory are personified ; and 
these consist jomet^mes of things inanimate, sometimes of abstract 
ideas. Few metaphors or similes admit personification. 

302. Allegories may be divided into three kinds ; firsts 
those ctdculated for ornament : secondly, those designed for 
instruction : and thirdly, those intended both to adorn and 
instruct. 

Example, Akenside employa a beautiful allegory, of the omamefnidi 
kind, to communicate a very familiar sentiment, that industry is ne- 
cessary to acquire reputation in every line of life, though some men 
are more susceptible of culture than others. 

"---.----In vain, 
Without fair Culture** kind parental aid, 
Without enlivening suns and ^nia) showers, 
And shelter from the blast, — ^m vain we hope 
The tender plant should raise its blooming head, 
Or yield the harvest promised in its spring. 
Nor yet will every soil with equal stores 
Repay the tiller's labour, or attend 
His will obsequious, whether to produce 
The olive or tne laurel." 

AfuUyBis, The chief merit of this example appears to be situated an* 
tirely in the expression. 

303. The principal purpose of the second sort of allego- 

rieS) is to communicate instruction, 

. ^ ' ■ 

* Psahn bcxx. &— 16. 
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EoeampU* QuimstUiaii inlbrais as, (lib. 8.) that die kXlowitkg reply of 
the LacedaemcMiUiii, to Philip, king of MacedoD, demmding compli* 
•ace with lome unreamnable reqaiMdon, and threatening hoetiUtiea in 
caae of reluctance, was famous over all Greece. To the reqaWtion of 
Pliilip, the Lacedemonians returned this laconic answer, that *< Dumy* 
sius was at Corinth." 

Andlytii, Philip knew well the history of Dionyrius, and they left 
him to make the application. You will understand the import A this 
answer, when you are informed, that Dionysius was king or Syracuse, 
in Sicily ; that he was banished from his country and crown, on ac- 
count of bis tj|rranny : and that, to procure subsistence, he opened a 
fchool at Corinth, where he doubtless did far more to benefit bin 
species than when be sat upon his throne. 

304. Besides these specimens of allegory, the ancients 
firequently employ a wutral sptdes^ in order to recommend 
the principles and practice of rivtue to the imagination, as 
well as to the understanding. The moderhs sometimes fol* 
low them in this. 

iUfis. The address and knowledge of human nature displayed by 
this contriyance merit much commendation. The authors t>f ancient 
Greece, in all popular writings, both political and moral, discover 
much attachment to allegorical composition. The Socratic morals, of 
which Plato and Xenophon have left us so many specimens, abound 
with figurative allusions to the arts and occupations of life ; and the 
greater part of the arguments they contain are deduced from analogy. 
AH these specimens have much merit ; but the writings which we have 
particularly in view, are, the beautiful Allegory rfProdieus, preserved 
by Xenophon, in his Memorabilia Soeratis, and the pleasant picture of 
human life exhibited in the Tabulature of Cebea, 

305. The Allegory of PRODtcus proceeds upon the sup- 
position that Hercules, before he undertook the career of 
life, retired to deliberate, whether he should take the route 
which conducted him to the mansions of Pleasure, or the 
path which led to the temple of Virtue. 

Jlltu. In this critical situation, he is accosted by the goddesses of 
tiiesc temples, under the allegorical names of Minerva and venus, who 
by turns persuade him to accompany them to their respective abodes. 
The persons, the dress, Uie manners of the eoddesses, are picturesque 
and characteristic. Pleasure addresses him first, and hastens her 
pace to anticipate her rival. She invites him to partake all those en- 
joyments, which the most luxurious imagination can figure ; and her 
rival listens with patience till she enumerates the gratifications she 
had to bestow. Virtue than accosts him in a modest, but decisive tone. 
She acquaints him, that no true fame, happiness, or gratification, is to 
be procured without great designs and good deeds; and that merit 
alone can secure the respect and rewards both of gods and men. 
Having explained her views, it was necessary she should expatiate on 
tiie vanity and futility of the enjoyments promised by Pleasure ; and 
the author has admirably preserved the delicacy of the piece, and the 
modesty of Virtue, by making Pleasure interrupt &e speedi of her 
rival, and begin the attack. Pleasure attempts to infer, from the con- 
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feasioa of Virtue herself, the hibour and fatigue which awaited her vo- 
taries. Virtue retorts with severity and justice. She triumphs over 
her rival, and prompts Hercules to undertake those great and merito- 
rious achievementsj which have rendered liim die object <tf tlie admi- 
ration of all ages. 

306. The Tabulature of Cebes is constructed on a lar- 
ger scale, and leads to allusions much more particular. It 
proceeds from the supposition, that some uncommon paintr 
ing, alluding to the rarity of the knowledge and practice of 
virtue, of which few people understood the meaning, had 
been suspended in the temple of Saturn. 

JUus. 1. The paintine consisted of three compartments ; one very 
large, comprehending ue other two. The first compartment repre- 
sented human life, into which aU men enter ; the other two compart- 
ments denoted the division of men into good and bad, the larger coi^ 
taining the bad and tiie lesser the good. Error and ignorance appear 
at the gate of the first compartment, and of their cup all men drink 
some portion. Ftejudices, predilections, and pleasures, next succeed 
in tiie garb of harlots, to seduce ; and by them also all mankind 
are more or less misled. If they are followed too far, thev con- 
duct their votaries into the larger compartment, and- consign mem to 
Extravagance, Luzuiy, Avarice, or Flattery, who soon commit them 
to Sorrow, Remorse, Punishment, and Despair. After wandering for 
some time in the regions of Folly, their ruin is completed, unless, by 
accident, they encounter the great physician Repentance, who, if ther 
are willing to submit to his directions, undertakes their cure, and final- 
ly conducts Aem to the small compartment, and the happy abodes of 
Wisdom. 

a. But though some men reach the regions of Wisdom by this route, 
it is not the moet patent path ; that path, much less frequented than it 
ought to be, siretches up an eminence so steep that many travellen 
approach and survey it, but never attempt to surmount it. On this. 
Temperance and Moderation have occupied stations, and are ready to 
succour every candidate who needs their assistance. Fortitude and 
Activity soon join them, after ascending the eminence, and lead them 
to the abodes of Wisdom and Happiness. Here they meet with Pros- 
perity, Tranquillity, Satisfaction, and Health, in the first place ; and 
afterward?, with a great group oif the most pleasant and happy com- 
panions. Integrity, Contentment, Friendship, Knowledge, Wealtii, 
Dignity, Fame. They are, in a word, rendered superior to the mater 
part of those misfixtunes, which so much disturb the happiness ot man- 
kind ; and experience as much of the enjoyments of gods as is compe- 
tent to mortal men. 

C&rol, Such views of human life are extremely captivatfng, particu- 
larly to young minds. They array Virtue in the most charming colours. 
They engage the imagination, and even tiie passions, on her side, and 
form the most p«>werfiil bulwark agahist the encroachment of Iniquity 
and Folly. 

307. The tUrd sort of allegories ate calculated both for 
mnMmunt and instmeUim ; and of this species may he ac- 
counted the allegorical personifications wluch are often intro- 
duced into e'pic poetry, and sometimes into tragedy. 
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ExamfU 1. No picture can more forcibly impren flie iffl«|pfiatioii, 
BO reaMninff can so effectually excite tlie averaion of the heart, as fhe 
allegories of Sin and Death, in Paradise Lost. The poet paints, first 
Sin, and then Death, guarding the gates of Hell at the Uill of Adam 
and Ere. 

** Before th« gatet than sat. 
On either lide, a formidable shape. 
The one teemed woman to the waitt, and IUr» 
But ended foul in many a scaly fold 
Volumirioua and vast, a lerpent armM 
With mortal •ting ; about ner middle roond 
A err of hel.-houads, never ceasing, bark'd 
With wide Cerberean mouths, fullioad, and nmg 
A hideous peal } vet when the^ list, would ereep, 
If auebt disturbed their noise, into her womb. 
And kennel there ; yet theie still bark and howl'd. 
Within, unseen." 

" The other shape, 
If sbape it might be called that shape had noM, 
Or sabstanee might be called that simdow seemed. 
For each eeemed either ; black it stood as night, 
Fierce as ten Airies, terrible as Hell, 
And shook a dreadful dart *, what seemed hti head 
The likeness cICn. kingly crown bad on.'* 

AnahfBii^ These allegorical figures are strongly marked, and the re- 
semblance of their characters to the effects produced in life is too obvi- 
ous to need any comment The picture which Yirsil exhibits of Fame, 
in the fourth ^neid, possesses similiar merit, and Is deduced from the 
same principles.* 

Example 2, The subsequent picture of Slander, resembles that of 
Fame in Virnl, and is drawn with great vigour of imagination, and 
much allegorical ni^rit. It is found in Shakspeare's CymMMne. 

M No, His Slander, 
WImmb edge is ibarper than the sword, whos» toofos 
Oqtvenoas all the worms of Nile, whose breath 
Bides on the potting winds, and doth belie 
All corners or the world, kings, queens, and atales. 
Maids, matrons ; nay, the eecreta of the grmvn.** 

906. AH the great poets have indulged in thb species of 
figure. Homer personifies prayers, and converts them into 
amiable beings, under the feigned appellation of ** Jwe's 
Daughters,** who are concerned for the happiness of man- 
kind ; imd recommend attachment to the worship and ser- 
vice of the gods, as the best means of recovering or preserv- 
ing that happiness. 

* But VirgiPs Fame is a mtzsd att9g4frical composition, which will stand the test of 
eriticism in poetry ; because, in writing, the allegory can easily he dietingttiehed froai 
the historical part. No peraon aistakes Virgil's Fanu ftw a real being. Nor is the 
TaUilatore or C>bes oonsideMd oliierwise than a supposed picture. But in the 
History of Mary d? Mediois, painted, in some pictures, which (In 1817) I have 



decorating the gallery of tlie Louvre, a perpetual jumble of real and allegorical per- 
sonages. that pvodaee a discordance or parts, and an obecority upon tae whole, is 
before the spectator's eyes. Seal personages, Nereids and Tritons, notion and reality, 
are misted in the same group *, a niM«atrons oompoeitioo, only outdone by ifMiis XlV'a 
•nonn&os chariut^ intended to represent that of tlie eun surrounded with men and 
women, representing the four ages of the worM, the oeleetlal signe, thO' seaaoea, tha 
hoars, &c. 
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Scholia, 1. Allegory is not very common either for the purposes of 
ornament or instruction. An extraordinary share both of ingenuity 
and imagination is requisite to ensure success; and the rising genius, 
of generous heart, and promising parts, who feels an inclination for al- 
legorical writing, must guard against quaint ornaments, and the ex- 
tending of allusions to too great minuteness. Let him always study 
brevity, and remember, that resemblances which have cost him much 
time to devise, are likely to cost the reader as jnuch time to perceive ; 
the consequences of which need no illustration. 

2. As allegories are inr a great measure the work of imagination, 
ihey cannot be admitted into any species of writing much calculated to 
interest the passions. All the arguments against long metaphors, ap- 
ply with double force against the allegories of the second and third kinas, 
which seldom can be formed with sufficient brevity for their i^dmission. 
But iihe first species of allegories, which elevate and adorn a common 
sentiment, are of general use ; and in employing them, ^are should 
be taken, that the phraseology be all figurative, ^at the attributes of 
the primary and the secondary subject be not confounded apd inter- 
changed. 

Example 1. The most correct writers are sometimes faulty in this 
particular; even Horace and.Boileau are not unexceptionable. Hor- 
ace, in the following example, applies two epithets to the subject of 
the allegory, which can be applicable only to the primary subject. 

" Feru0 et Cupido, 
Semper ardentes acuens sagittas, 
Cote crueata.*' 

Analysis, <' Ardentes" is intelligible when applied to love, the prima- 
ry subject, which, in a figurative sense, is often said to bum; but it 
has no meaning when applied to an arrow, which is never supposed to 
be hot. " Cnienta," also, may be significant figuratively of the distress 
of unsuccessful love, but nobody ever heard of a bloody whetstone. 
No admirer of Horace would defend him, by alleging the epithet was 
proper, because the stone made shai^ the arrow which drew the blood. 
Horacie himself would have been ashamed of such a defence. 

Example 2. Boileau has introduced a strange mixture of figurative 
and literal signification in the subsequent example : 

' ** Pour moi tur oette mer. qu^ici bai noua conrooa 
Je aooge a me ponvoir d'eiqui^et d*aTiroiM 
A legler mes deiiro, a prevenir Porage, 
Et laoTer s*il ae peut, ma raiwn da naafrage>" 

Analytis. These lines exhibit human life under the notion of a voy 
age at sea; but instead of adhering to this view of the subiect, the au 
tiipr changes the allegorical to the hteral meaning, and, with abundance 
of inconsistency, speaJcs of preparing a boat and oars, to regulate his 
passions, and to save his reason from shipwreck. Reason can be ship* 
wrecked figuratively only. The hypothesis, therefore, of a man's un- 
derstanding taken up at sea, and saved fixmi drowning in a storm. If 
somewhat more tiian ridiculous : it is not a litde abeard. (See AnaJjf* 
$ii. Ex, 8. JM. 269.) 
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CHAPTER VI. 

AP08TR0PHB. 

309. APOSTROPHE is a turning off from the regolar 
eonrse of the subject to address some person or thing. 
Apostrophe, derived from the same source with personifica- 
tion, is the joint work of imagination and passion, but de- 
mands not generally so bold an exertion of those faculties as 
personificatum. {Art 290.) 

JUua. 1. It is commonly satisfied with addressing Uoing objeeU that 
are absent^ or dead objeeti with which we were familiar while thej 
were in life. Some of its boldest eflbrts exhaust the essence of per- 
sonification, and call up and address the inanimate objects of nature. 

2. A well-chosen comparison, an extended metaphor, or allegory, 
will please both the imagination and the passions, when eentiy agitated 
Bat let the passions rise to violence, and the gratifications of the ima- 
gination will ]rield them no satisfaction. 

8. On this account, apostrophes addressed to the imagination, are 
firequentiy extended to considerable length, and are not by being so the 
less agreeable : while those addressed to the pcunans, must all be short, 
to correspond to the desultory and distracted condition of the mind. 

310. Our arrangement, then, of examples, will naturally 
fall into two classes ; first, those more lengthened and pic 
turcsque apostrophes, in which the pleasure of tJie imaginof 
tion has chiefly been consulted ; and, secondly, those express 
sive of the viaience of passion. 

311. The bold and vigorous genius of Ossian delights in 
this figure, and affords many beautiful examples of thejirst 
species. 

Example, His address to the Moon, is one of tiie most pleasant pic- 
tures of this sort, which, perhaps, any language can supply. It excites 
melancholy emotion, and charms the fancy, but it aims not to rouse 
strong passion. 

« Daughter of heaven, fair art tbou ! the silence ef thy face is pleas- 
ant: thou comest forth in loveliness; the stars attend thy blue steps 
in the east The clouds rejoice in thy presence, O Moon ! and bright- 
en their dark-brown sides. Who is like thee in heaven, daughter of 
the night? The stars are ashamed in thy presence, and turn aside 
their sparkUng eyes. Whither dost thou retire fit>m tiiy course, when 
flie darkness of thy countenance grows? Hast tiiou thy hall like 
Ossian } Dwellest thou in the shadow of grief? Have thy sisters fall- 
en from heaven? and are they who rejoiced with thee at night no 
more ? — Yes, they have fallen, fair light ! and often dost thdu retire to 
mourn.— But thou thyself shalt one night fail, and leave thy blue path 
in heaven. The stars will then Uft their heads ; tiiey who in thy me»- 
ence were astonished will rqoice." ' *^ 
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Anaijftia. The solution of the change of the moon, fiiunded on the 
opinion tl^at she retired from her course to lament the loss of her sisters, 
adds sympathy to the picture, and captivates the heart from the resem- 
blance between her melancholy situation and that of the poet In this 
example, the objects are striking, and tender, and elevated, and excite 
correspondent emotions in the mind, but tbej cannot be said to agitate 
it with passion. 

312. The apostrophes of the second class are the offspring 

of deep agitation ; and the sahseqnent instances will illos* 

traie the nature of their influence and operation. 

Example. In the tragedy of Douglas, Lady Randdph thus accounts 
finr the loss of her son : 

** That Yerj nigfat in which my Mm wm bom, 
Mj none, the only confident I had, ^ 

Set oat with him to reach her slater** hooss ; 
Bat nnw nor infant have I ever seen. 

Nor heard of Anna tiooe that fktal hoar. « 

Uy mnrder'd child ! had thy fond mother feared 
The loM of thee, she had load fiune defied^ 
Despised her fatner's rage, her father's frief. 
And ipmder'd with thee tnroofh the seominf world.** 

Analyns, The apostrophe of the mother to the chOd, as soon as it 
was mentioned — the exaggerated supposition, that the unfortunate 
nurse had murdered it, and made her escape to save herself — the reso- 
lution of the mother to have run every risk, had she suspected any part 
of the misfortune that hsq)pened — ^are all the expressions of nature, and 
of genuine passion. 

313. A principal error in the use of apostrophe, is to deck 

the object addressed with effected ornaments. It is hj these 

ornaments that authors relinquish the eiq>ression of passion, 

and substitute in its stead the language of fancy. 

Example. What opinion will the reader of taste form of the following 

quaint ajid laboured address of Cle<matra to tiie serpent, with which 

Ae was about to poison herself? It is taken from Dryden's Mi for 

home. 

" Welcoaie, thon kind deceiver, 
Thoa best of thieves, who, with an easy key, 
Dost open iife, and, anperceivod by ns^ \ 

Ev'n steal as from oarsehes, discharginf so 
Death's dreadful office, better than himself, 
Tooehing our limbs so gently into slamber, 
That Death stands by, deceiv'd by his own imafe, 
And thinks himself bat sleep " 

Analyna. Such conceits would scarcely be endured in the most cool 
descriptive poem. They cannot be supposed more improper than 
where ttiey are. They resemble some of the obscure and forced al- 
lusions of allegorical writers, which the reader has difficulty to under- 
stand. 

314. Another frequent error is, to extend this figure to 
too great length. The language of fiolent passion is always 
concise, and often abrupt. It passes suddenly from one ob- 
ject to another. It often glances at a thought, starts from it, 

16 
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and leaves it onfinislied. The succession of ideas is inrego- 
lar, and connected by distant and uncommon relations. 

Carol. On all these accounts, nothing is more unnatural than long 

?eecbe8 uttered by persons under the influence of strong passions, 
et this error occurs in several tragic poets of no inferior reputation. 

315. Apostrophe frequently appeared in the oratory of on- 
iiquity, Demosthenes abounds in a figure so bold, and so 
suitable to the ardent tone of his own mind. 

IttuB, He often turns abruptly from the judges and bis argument, 
and addresses himself to his antagonist, or the person accused. He sel- 
dom, however, personifies an inanimate object. 

316. Cicero also affords many examples of every species 
of apostrophe. 

lUtu. 1. In his Oration for Ligarius, he addresses Tubero, the prosg' 
€Utar, with vehemence, and paints in strong colours the criminality of 
his conduct, the partiality and animosity <h his intentions. He per- 
sonifies and addresses the sword of Tubero, and puts him in mind of 
being in arms against Caesar at Pharsalia, if Ligarius, whom he accu-*^ 
sed of treason, had borne arms against Caesar in Africa.* 

2. In his speech against Catihne in the Senate, one of the most ar- 
dent and eloquent of all his orations, he burst forth abruptly like a 
torrent, with an apostrophe to Catiline himself, who had the impudence 
to enter the senate-house, while the subject of his conspiracy was to be 
debated. * 

8. Never did an oration commence in a higher tone ; and it needed 
all the genius and fire of one of the greatest orators to support a corres- 
pondent spirit in the sequel of the speech. Cicero, however, effected 
it. He was deeply interested in the suppression of a conspiracy, 
i^icli his office oi consul, his honour as an orator, and the safety of his 
country, demanded of him. He was in the prime of life, elated with 
the highest fame of civil honours and oratorical ability ; all concurred 
to prompt this great effort of eloquence. 

317. ^^postrophe has seldom made its appearance in mod- 
ern oratory, except with some JFVench preachers, and som« 
enthusiasts of that character among ourselves. 

Hhu. A French orator may address the cross of Christ, and implore 
the patronage and intercession of St. Louis with success, on account of 
the peculiarity of the national faith of his countrymen ; but such elo- 
quence could expect no better reception in this island than ridicule or 
contempt. 

318. The British Houses of Parliament are at present the 
best theatres in the world for the display of eloquence ; but 
many causes concur to render its appearances there less bold 
than it was among the ancients. 

Illtu. The abstract political or commercial nature of a great part of 

• " CUiid enim diftrictua Ule tiini in acie Ph&rialia glftdioa afobat? cajaa latw ilb 
nuero petebat? aui senaiu orat annorum? qua tna mena? oeoli? manna? ardor 
aaimi f Qmd eupiBbaa ? . quid (qptebaa ?'* 
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the flubjects on which it is employed ; the ambitioii of modern orators 
to reduce legislation and common law to the cool principles of equity 
and justice ; tiieir superior attention, on that account, to facts and argu- 
mentSy than to the phraseology and figrures of pathetic eloquence ; and 
finally, the insensibility, perhaps, of British constitutions, and their great- 
er indifference, on that account, to the pleasures of imagination and pas- 
sion ; all co-operate to repress the more passionate exhibitions of ora- 
tory. ^ 

319. At Athens and Rome, the existence of the state 
sometimes depended on an oration ; the most successful speak- 
er was sure to gain every honour and advantage the public 
had to bestow. ■ 

lUu8. He addressed large bodies of men, who had no established 
principles to direct their judgments, littie knowledge of the theory of 

fovemment, little impartiality, little discernment, littie experience 
!ven the senate of Rome in later times, hardly merited a better charac- 
ter, and the assemblieis of the people deserved a much worse one. 
They were factious, fickle, ignorant, partial, interested, and violent 
They had no guides, but their appetites and passions, and the orators, 45 
manage them, were obliged to impress these guides. 

Corol. Apostrophe is, on the whole, a figure too passionate to gain 
much admittance into any species of comj^sition, except poetry and 
oratory. 



CHAPTER VII. 

BTFBRBOLE. 

^20. HYPERBOLE is also the offspring of the infiuencM 
of imagincttion and passion over our opinions, and its pur- 
pose is to exalt our conceptions of an object beyond its na- 
tural bounds. 

Illtu. 1. Our passions magnify the qualities of objects to which they 
are attached, and diminish the qualities of those they disapprove or dis- 
like. We exaggerate the good qualities of our friends, and underrate 
those of our enemies. We estimate higher a possession of our own, 
than a similar property of our neighbour. It is not insincerity that ac- 
tuates us, and prompts us to \mpose on others, while we are conscious 
of the error. Our attachment to every thing connected with ours^lvev, 
dictates the partial judgments we form of it; the want of that attach- 
ment with respect to the things of our neighbour, or the opposite of it, 
aversion, with respect to the things of otir enemy, make our opinions 
of them, in like manner, deviate from truth. 

2. The puVpose of hyperbole is to Ratify these prediUetUms and an^ 
tipathies, which it is impossible to eradicate from the minds of the most 
enlightened part of mankind, and which often extinguish, in the les^ 
cultivated part, every spark of justice and candour.* 

* " Est aatom in aaa vulgo quoque, et inter ineruditot, et apod rosticos Ticfelteit, 
qnod natura est onjoibui; augendi res vel minuendi cupiditas iiMtta, Moqoiaqoamvwo 
€4mtmUu att.** Ciuinettlian. 
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321. This figure is pecuKarly graceful and pleasant, when 
we do not accurately perceive the limits of Uie subject we 
exaggerate : because we most easily believe a thing is very 
great, when we do not know exactly how great it is. 

lUui. Hyperbole, in such a case, resembles the beautiful deceptioa 
of the rising moon, when her orb appears uncommonly large, because 
seen indistinctly through all the mists and vapours of the horizon ; or 
that other deception in the phenomena of vision, by which a small ob- 
ject, placed in a shade, passes for a great one situated at a distance. 

322. All discourse and writing admit hyperbole. Though 
the offspring of the most violent passion, it is also consistent 
with composure of mind. It sometimes affords high enjoy- 
ment to the imagination, and indulges this faculty with the 
most magnificent exhibitions of nature and art. It shines, 
however, with most conspicuous lustre in the higher kinds 
of poetry and oratory. It appears chiefly in tragedy during 
the first transports of passion ; and in all these cases, it may 
be employed to diminish, as well as to magnify. 

Example 1. The /ear of an enemyaugments the conceptions of the 
size and prowess of their leader. Thus the scout in Ossian, seized 
wl& this propensity, delineates a dreadful picture of the enemy's chief. 

** I saw their chief, tall as a rock of ice ; his spear, the blasted fir ; 
his shield, the rising moon ; he sat on the shore, like a cloud of mist on 
the hiU." 

Example 2. Admiration of the happiness of successful bve exagge- 
rate$ conceptions of the lover. Shakspeare supposes the elevation of 
the lover's mind so great as to counteract the natural laws of gravity 
respecting his body. 

** A lowr ma^ bsitride the Gooanier, 
That idle* la the wuiton •ummer air. 
And yet not &U — §o fifht ie vanity." 

Example 8. Horror of trea$on and oppontion prompts the most 
frightful notions of the traitor and oppressor. Cicero, on this feeling, 
eznibits a striking view of the enormities of Antony. " Quae Charybdw 
tam vorax ? Charybdim dice ? Que si fuit» fuit animal unum. Oce- 
anus, medins fidius, vix videtur tot res tam dissipatas, tam distantibus in 
locis positas, tam cito absorbere potuisse." 

Example 4. The irksome feeling suggested by the sight of lean cat- 
tle' tempts us to conclude, that the parts of their bodies have no bond 
of union but the skin. Virgil accordingly says of such animals, by 
way of diminution, 

" Vtx Msibtts hmreut." 

JBzampZe 6. Envy also diminishes its object ; and upon this principle 

Shakspear^ intrc^^uces Cassius vilifying me behaviour of Cassar in a 

fever. 

** He had a finrer when he v/aa in Spain ; i 

And when the fit was on him, I did mark 
How he did ehake. *TiB true, this god did shake ; 
His coward lips did from their colour fly ; 
And that same eye whose bend did awe the worU, 
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INd Ion its laitre ; I did hear him groan, ' 

Are. and Uiat tongwn of his^ that bade the Bomaaa [ 

Main, him, and write his speeches in their boofts, 

Alas ! it crj'd — Give me some drinlc, Titinius, 

As a sick girl." 

Eatamj^ 6. The resevi^en^ of Hapiiet against the igpominiout mai^ 
riage of his mother, makes him lessen the time she Juul remained it 
i/naow: 

" iThat H shonid come to' this ! 
But two months dead ! nay, not so macb, not two, 

! ■ Within a month, 

A little month, or ere those shoes were old, 
With which she followed my poor father's body, - 
She married." ' 

Example 7. Fam^ exaggerates the person, as well as the qoalitiett. 
of a hero. " The . Scythians, impressed with the fame of Alexander^ 
were astonished when they found him a little man." JTamies, 

323. tn the speeches pf ancient generals to their armies, 
many beautiful instances are to be found of both kinds of 
this figure ; exaggerations, on the one hand, of the number, 
force, courage, and hopes, of their own troops ; and, on the 
other, diminutions of those of th^ir enemies, in order to in- 
lE^ire that confidence of success which in these times was 
oae of the surest means of Tictory. 

Example. Logons mentions a dimimUive eoneeming a piece of 
ground, the property of some poor man : and Qulnctllian another of 
Yarro on the same subject. The former represents the property M 
** not larger than a Lacedaemonian letter," which consisted sometimet 
of two or three words. Varro figures it to be as small as a sling-stone ; 
nay, he supposes it may even faU through the hole in the bottom of the 
sling.* Both these examples seem to belong to ridicule. 

324. The errors fi'equent in the use 6f hyperbole, arise 
either from overstrmniitg or introducing it on unsuitable oc- 
casions. 

Example 1. Dryden, in his poem on the restoration of king Charles 
the Second, compliments that monarch at the expense of thd sun him^ 

** -That star that at your birth sho6e out so bright, 
It stained the duller suit's meridian light." 

Example 2. Prior supposes the fire of a lady*s eyes to outshine the 
flames of Rome, when lighted up by Nero ; and the music of her lute, 
to surpass the fabulous miracles of Amphion, in buildiiig the city of 
Thebes. She would have rebuilt Rome faster than it could have bee« 
destroyed by the fires of Nero : 

*' To burninff Rome, when frantic Nero played. 
Viewing thy face, no more ho had surveyed 
The raging flames, but, struck with strange tarprise, 
Confessed them less than those in Anna's eyes* 
But had he heard thy lute, he soon had found 

« *( Fundum Varro vocat, quem possum mittere fuiida nl tamen ezeiderit, qaoc cave 
ftmda patet.*' ' 

16* 
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ragv •loded, and hit eriiM Atooad { 
Thiiw, Hka Ampfaion*a hand, had wakad the floM, 
And from dattruetioo called the riiinf town. 
Malice to music had been forc'd to ywldi 
Nor could he buru to fast as thou eouldst build.*' 

ExampU 8. Shakspeare, in magnifyinff the warlike character of hif 
hf)roefl, lometimet exaggerates beyond aU bounds of probability. Tbe 
description of the river Severn hastening to the reeds, to hide his head 
fiom the sight of combatants so furious as Mortimer and Glendower, 
eaa scarcely be read with gravity. 

** In sincle opposition', hand to hand. 
He did confound the best part of an hour, 
In changing hardimeot with great Glendower. 
Three tunes they bteathM, and three times did they drink. 
Upon axreenient, of swift Severn's flood ; 
who, then affrighted with their bloody looks, 
Ban rearfuily among the trembling reeds, 
And hid his cris^'d head in the hollow bank. 
Blood-stained with these valiant combatants." 

Example 4. Guarini, who perhaps excels all poets in studied extrav- 
•Cftnce, makes a shepherd thus address his mistress : " If all the 
iticks in the world Were made into pens, the heaiens into paper, and 
the sea into ink, they would not furnish materials sufficient to describe 
the least part of your perfections." 

Example 6. Again, the same poet says, '* If I had as many tongues, 
and as many woras, as there are stars in the heavens, and grains of 
Mod on the shor^ my tongues would be tired» and my words would b« 
exhausted, before I could do justice, to your Immense merit."* 

Example 6. An English poet converted tiie circumstances of the' 
fDrmer of these extravagant compliments into a satire no less exaggerft- 
ted: 

« Could we with ink the ocean fill. 

Were earth of parchment made \ 
Were every single stick a quill. 

Each man a scribe by trade ; 
To %rrite the tricks of half the sex, 

Would drink that ocean dry. 
Gallaofs, beware, look sharp, take care ; 

The blind eat many a fly." 

325. Hyperboles should never be introduced till the mind 
of the reader is prepared to relish them. The introductioii 
of such bold figures abruptly/ pats the reader on his guard, 
and excites his reflection, which commonly dissipates the 
delusion, and defeats the purpose of the writer. 

Example. No passion ever spoke the language which grief is made 
to assume in the following unnatural exaggeration. The figure and 
the tone of sentiment are totally discordant. King Richard IL, deeply 
distressed on account of the calamities of the nation, thus addresses his 
oousin Aumerle, who was under much affliction from the same cause : 

" Why woepest thou, my tender-hearted cousin ? 
We'll make foul weather wiih despised tears } 



• ** Si tante lin^no havease, et tante voce. 

Quant' ethil 11 cielo, e quantearene il mftre. 

Perderian tutte il suono. e la favella, 

Nel dir a pien le vostre lodi immeoso.^' Pattor F%do, Act V, &»»« S. 
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Oartig^ha, and tbey riiall lodfe the eorn, 
And nuJce a dearth in this revolting land." 

326. Hyperboles are improper, when they may be turn- 
9d against the argument of the author who uses them, 

Ultu. Isocrates, it is said, had employed many years in composiDg a 
panegyric on the Athenians, to assert their pretensions to precedency 
in the management of the aiTairs of Greece. It was delivered at the 
Olympic games, attended hy citizens from all the states of that country ; 
an4 in the beginning of it he introduced the subsequent exaggerated 
compliment to eloquence. 

Example. " Eloquence can reverse in appearance the nature of things. 
It can impart to illustrious deeds the air oilowliness and insignificance, 
and exhibit inconsiderable, and even trifling actions, with the digni- 
ty of magnificence and heroism. It can bestow on antiquity the garb 
oa novelty, and attire novelty with the respect and veneration due to an- 
tiquity." 

Analysis. Longinus pertinently remarks, the author did not observe, 
that l^y this unseasonable encomium he , was dispersing among his hear- 
ers an antidote against the operation of all the arguments he had to ad- 
vance in behalf of his countrymen, the Athenians. Would the other 
Greek states be persuaded to do what they disliked by an orator who 
had told them that his eloquence could reverse in appearance the na- 
ture of things ? Might they not, in doing what he advised, pe form thtt 
very opposite of what was right ? 



CHAPTER Vm. 



CLIMAX, OR AMPLIFICATION. 



327. CLIMAX, or amplification, is nearly related to 
hyperbole, and differs from it chiefly in degree. The pur- 
pose of HYPERBOLE is to exaU our conceptions beyond the 
truth ; of CLIMAX, to elevate our ideas of the truth itself by 
a series of circumstances, ascending one above another in 
respect of importance, and all pointing toward the same ob- 
ject. 

lUtu. This figure^ when. properly introduced and displayed, affords 
a very sensible pleasure. It accords with our disposition to enlarge our 
conceptions of any object we eohtemplate ; it aflK)rds a gratification sim- 
ilar to what we receive on ascending an eminence situated in the centre 
of a rich and varied landscape, where every step we proceed presents 
a grander and more extensive prospect. 

JExartfple. Shakspeare exhibits specimens of almost every poetical 
beauty, and is not deficient in instances of cUmaz. 

<* The ck>ad-capt towen, the gorgeona palacM, 
The solemn temples, the great elobe itaelf, 
Yea, all that it inhabits, shall dissolve. 
And, like the baseless fabric of a vision, 
Leave not a wreck behind.'* 
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928. The effect of this figure is peculiarly i^easant, when 
the gradation of the sentinnent is denoted by members, 
which rise with an analogous swell in point of sound ; and 
in this view the following examples from Cicero hate much ' 
merit. 

Example, Speaking of the power of language, in the first book De 
Oratore : 

« Quae vis alia potuit, aut dispersos homines unum in locum congre- 
gate ; aut a fera agrestique vita ad hunc humanum, cultum, civilem- 
que deducere; aut jam consUtutis civitatibus, leges, judicia, jura de- 
scribe re.** 

329. Examples are sometimes found of an onH-^Umax^ 

that is, of a gradation downward in the sentiment ; and if 

the expression also present a correspondent descent in tli9 

sound, the sentence will possess uncommon merit. 

Example, Horace affords a pertinent and curious instance 'in the fol- 
lowing line : 

" Partoriont montes, naioetar ridiealus mus." 

Jifialysis. The sinking in the sentiment, from the Zo^our of the moun- 
tain to ^^e &7-r^/i.of the mouse, is admirably imitated by 9. similar ez- 
preaHoTi of the words. The «er6, the most dignified word both in mean- 
ing and sound, is placed first ^ contrary to the common arrangement. 
The merit qf the words, in point of sound, decreases io the last^ which is 
the most diminutine in the sentence, partly on account of its being a 
monosyllable, and almost a repetition of the last syllable of the preced- 
ing word, but chiefly on account of the contrast between the insignifir 
eanee of the word, and the dignity of the sittuition it occupies, 

330. Climax appears with grace in the calmer parts of 
oratory, in essays, and in all compositions which address 
the imagination, but attempt not much to interest the pas- 
sions. 

Illus, It is employed by the orator with advantage, in impressing the 
hearers with strong conceptions of a cause ; in procuring favour to the 
argument he espouses ; or in exciting disapprobation of that of his 
antagcmist. It is also convenient in communicating scntiriieDts ^at 
are striking or sublime, but it is too artificial to express any high de- 
gree of passion. The time and reflection necessary to arrange the sen- 
timents according to their importance ; the minute attention requisite 
to form the expression corresponding to the elevation of the thought, 
are all operations of a composed frame of mind,. very different Soak 
that tumultuary state which is the attendapt of violent passion. 

331. It is, however, consistent with moderate agitation; 
and accordingly Longinus takes notice of the utility of it in 
managing a low •'degree of passion with address. In this 
case; however, the artificial arrangement of the words is re- 
linquished. The swelling passion seizes the expressions 
most proper to denote it, and the phraseology is altogether 
artless. The best tragedies afibrd examples. 
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Eatample 1. Oronooko thus utten his reeollection of past happiness : 

** Can yoa raise the dead ? 
Poraue and overtake the wings of time ? 
And bring about again the hours, the days, 
Tiie years that made me happy P* 

2. Almeria, in fhe Mourning Bride, expresses a similar seatLiient in 
a similar manner : 

** How hast thou charm'd 
The wildnesB of the waves and rocks to this? 
That thus relenting, they Imve given thee back 
To earth, to light and 4iie, to lave and me." 

3. Another example in the same tragedy exhibits a beautiful pictur* 
of the gradual influence of passion, in prompting the mind to believe 
what it wishes to be true. 

*' Let me not stir nor breathe, lest I dissolve 
That tender lovely form of painted air. 
Bo like Almeria. Ha ! it sinks, it falls. 
I Ml catch it ere it goes, and grasp her shade ; 
*Ti9 Ufe, tu warm, 'tis she, His she herself.** 

JSnalyais, The apparition is first painted air, and has some resem- 
blance to Almeria. It descends, and appears to be seizable. It gets 
life, animal lite, it is <^ she herself.'' 



n 



CHAPTER IX. 

THE ANTITHESIS. 

332. AS the design of a climax is to improve our concep- 
tions of an object, by placing it at the head of a rising series; 
so the business of antithesis is to produce a similar effect, 
by placing one object in opposition to another of the same 
kind. 

lUua. 1. Comparison is one of the capital operations which the un- 
derstanding performs upon its ideas, and is a prelude to the arrange- 
ment of them in dififerent classes, or the deducting from them impor- 
tant conclusions. When we communicate our thoughts, or hear, or 
read the thoughts of others, we receive pleasure, if similar ideas are 
exhibited in similar expression, and dissimilar ideas in contrasted ex- 
pression ; and in all cases of the latter kind, antithesis is the most nat- 
ural and proper phraseology. Antithesis possesses all the advantages 
of climax or amplification, with which different things of the same kind 
impress the mind when placed in juxta-position ; and it adds to these 
the pleasures derivable irom unexpected difference and surprise. Pe- 
riods constructed to denote by their arrangement these oppositions of 
the thought, are generally tne most agreeable, as well as the most 
perspicuous. They possess the original light derived from the natural 
melody and propriety of the words ; and mey are further illuminated 
by the additional rays reflected from their contrasted members. {Mri. 
212. Ex. and Anal,) 
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t. tbi$ MBM ralA must be obiervad in the lue of anttAeau wUch 
WM found necemiy in good comparisons resulting from contrast. 
They must taJce place between things of the same species. Subatcm- 
ti»e9, attributei, quaUHe$, faeuUie$ of the same kind, must be $et «n 
oppositi4m. To constitute an antithesis between a man and a lion, vir- 
tue and hunger, a figure and a colour, would be to form a contrast 
where there was no opposition. But to contrast one man with cmother, 
vJrftMs with virtuee, figures with figures, is pertinent and proper, 
because in these cases there may be striking opposition. 

Example 1. Lord Bolingbroke furnishes die folTowine beautiful ex- 
ample : " If Cato may be censured, severely indeed, but justly, for 
abandoning the cause of liberty, which he wpuld not, howler, sur- 
viye ; what shall we say of those, who embrace it faintly, pursue it 
irresolutely, grow tired of it when thev have much to hope, and give 
it up when they have nothing to fear ?** 

Analysis. The capital antithesis of this sentence is instituted between 
the zetu of Cato for liberty, and the indifference of some others of her 
patrons. Cato abandoned liberty, but he would not live without her ; 
and even with all this merit he deserved censure. How different the 
conduct of other politicians, who pretend attachment to her, though 
they are never resolute to support her ; who, instead of risking incon- 
venience or detriment, relax their efforts when they may hope for suc- 
cess, and relinquish them when they have no danger to apprehend. 
But, besides the leading antithesis, there are two subordinate ones in 
the latter member : <* Grow tired of it when fhey have much to hope, 
and give it up when they have nothing to fear.*' The chief fault of 
this example is the neglect of oppositi<»i in the construction of th« 
members which denote the contrast. 

Example 2. This species of merit is discernible in other quotations 
from the same author. " He can bribe, but he cannot seduce ; he can 
buy, but he cannot gain ; he can lie, but he cannot deceive." 

M^ample 8. Speaking of the materials of his Letters on Patriotism : 
"The anecdotes here related were true, and the reflections made on 
them were just, many years ago. The former would not have been 
related, if he who related them had not known them to be true ; nor 
the latter have been made, if he who made them had not known them 
to be just ; and if they were true and just then, they must be true and 
just now and always." 

333. Antithesis makes the most brilliant appearance in 
the delineation of characters, particularly in history. 

Illus. The historian, in the performance of^ this delicate part of his 
task, has a good opportunity^ of^ displaying his discernment and knowl- 
edge of human nature, and of distinguishing those nice shades by 
which virtues and vices run into one another. It is by such colours 
only that a character can be strongly painted, and antittiesig is neces- 
■ary to denote these distinctions. 

Example. Pope's character of Atticus, supposed to be Addison, dic- 
tated by the keenest resentment against the improper part which the 
Elssayist was then represented to have acted relative to the translation 
of Homer, is an example that cannot fail to attract attention. 

** Should sQch a man, too fond to rule alone, 
Bear, like a Turk, no brother near his throne ; 
View him with seomful, yet with jealous eyes. 
And hate for arts that caos'd himself to rise, 
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Ihsua with faint praise, j{ assent with civil leer, 
And without sneering teach the rest to sneer, 
\ Willing to wound. || and — ^yet afraid to strike, 
Just hint a fault, jj and-^hesitate dislike j 
Alike resolved to blame, or to commend, 
A timorous foe, f{ and?~e suspicious friend ; • 
Dreading e'en fools || by flatterers besieged, 
And so obliging, || that he ne'er obliged. 
Who wouldnot smile, if such a man there be ? 
Who would not weep, if Atticus were he?"* 

334. The beauty of genuine antithesis is so considerate, 
that we cannot wonder that many unsuccessful attempts 
have been, made to acquire it. Lord Bolingbroke, though 
frec[uently happy in the use of it, is sometimes unfortunate. 

Example 1. His Treatise on Patriotism contains the subsequent ex- 
ample : . 

" Eloquence ^at leads mankind by the ears, gives a nobler superi- 
ority than power, which every dunce may use ; or than fraud, which 
every knave may employ, to lead men'by the nose." 

Jlnalmis. The antithesis is instituted between leading men by dke 
ears, which is the business of eloquence^ and leading them by the ^loaCf 
which is said to be the office of power or fraud. That eloquence should 
lead by the ears is natural and intelligible, but where is the connec- 
tion between fraud or power and the nose ? To make out the figure, 
the author is obliged to have recourse to a vulgar and metaphorical 
sense of the words " leading by the nose," in which they denote lead- 
ing in an ignominious manner, without conviction. Deny this re- 
source, and the antithesis vanishes, or consists merely in words. 

Example 2. Shakspeare, in the Merchant of Venice, furnishes an- 
other instance merely verbal : '* A light wife doth make a heavy hui- 
band." 

Analysis. There is in the thought not only no opposition, but on 
the contrary, a very close connection, thatoi cause and effect; be- 
cause it is the folly of the wife which produces the dejection of the 
husband. Put words significant of these ideas instead of Ught and 
heavy, and the shadow o? a figure vanishes — ** A foolish wife afflicts a 
good husband." 

335. A climax and antithesis are sometimes conjoined 
and carried on through several sentences. 

Example, Thus Pope, in the Essay on Man : 

** Pride atiU is aiming at the blest abode*, 
MEN would be ANGELS. 11 ANGELS would be sods ; 
Aspiring to be GODS, 11 if ANGELS FELL, 
Aspiring to be ANGELS, \\ MEN rebel." 

Scholium. No figure has, perhaps, been so anxiously sought, and 
with so littie success, 91s antitJiesifi. It is much suited to impose on an 
unskilful reader. An authpr is very apt to employ it, who abounds not 
with solid and important matter. Many readers consider the surprisA 
and brilliancy it presents as certain marks of genius ; and they are in- 
clined to believe that they have been amused and instructed, because 
they have been made to wonder. It is not easy in an enlightened ag* 
to shine in writings by solidity and novelty of matter, and by sknplici- 

* Prologue to the Satira. 
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ty and elegance of manner. Much reading, much reflection, much 
practice, s^ much irksome criticism, must be employed before this 
important end can be attained. Authors who possess, perhaps, some 
genius, seem to wish to take a shorter path to fame ; and to compen- 
mte for the sUghtness of their matter, they endeavour to dazzle by tin 
fmartness of their style ; and if we may judge from the history of an- 
cient literature, an attachment to ornaments of this sort, forms th« 
ftrst stage toward the corruption of taste. 



CHAPTER X. 

INTERROGATION, REPETITION, EXCLAMATION, IRONT, 

AND VISION. 

336. INTERROGATION. The unfigured and literal 
Qse of interrogation is to ask a question ; but when men 
are strongly moved, whatever they would affirm or deny, 
with great earnestness, they naturally put in the form of a 
question. The strongest confidence is thereby expressed of 
•their own sentiment, by appealing to their hearers for the 
impossibility of the contrary. 

Example, Thus Balaam expressed himself to Balak. " The Lord 
ifS not a man that he should lie, neither the son of man that he should 
repent. Hath he said it ? and shall he not do it ? Hath he spoken it ? 
and shall he not make it good ?" 

337. Interrogation gives life and spirit to discourse.. 

Example. We have an^ illustration of this position in the animated 
mtroductory speech of Cicero against Catiline. " How long will you, 
Catiline, abuse our patience ? Do you not perceive that your designs 
are discovered ?" 

Analysis. He might have said, " You abuse our patience a long 
while. . You must he sensible that your designs are discovered." But 
it is easy to perceive how much this latter mode of expression falls 
short of the force and vehemence of the former. 

338. Interrogation may be used to rouse and awaken the 
hearers. 

Example. Demosthenes, addressing himself to the Athenians, adcs 
them : " Tell me, will you still go about, and ask one another wJiat 
iiewB ? What can be more astonishing news than this, that the man of 
Macedon makes war upon the Athenians, and disposes of the afiairs of 
Greece ? Is Philip dead .^ No ; but he is sick. What signifies it to 
you whether he be dead or alive ? For, if any thing happens to this 
Philip, you will immediately raise up another.*' 

Jlnalysis. All this, delivered without interrogation, had been faint 
and ineffectual ; but the warmth and eagerness which this questioning 
method expresses, were calculated to awaken the Athenians to a sense 
of their supineness, and 'strike them with much greater force on th% 



foUy of dlninkm imm«dialie|T rainng op another Philip. Again, their 
tUjnpUeity about the news of Philip'shealtfa is excelientfy expoaed in the 
question, ** Is he dead?*' And ^e hope ofsttfety expressed by the per- 
son to whom such a question was put by 1^ neighbour, is most hu- 
morously satirized in the answer: " No; but he is sick." 

339. Inierregaiian sotnetiines commands with- great em^ 
pluusis. 

JBixampU, Thus Dido, enjoining the departure of JSneas to be stopped : 

" Non anna azpedient. totaqiM ex arbe Mqamtttr ? 
. Dsripientqueratei&lU, navalibiM?'* 

340. Interrogation sometimes denotes plaintive passion, 

JSzagnpU* Thus Almeria, in the Mourning Bride : 

*<A^lioii«o! OAIphoiMo! 
Thou too art quiet, long hast thoa been at rest I 
Both, father and ww, an now oo more. 



Thep why am I ? O when ahaM I have reit ? 

I live to say] 
Ib it of moinent to tne peace of heaven, 



Why do I live to say you are no more ? 
Is it of mOinent to tne peace of hea 
That I shonld be afflicted thus ?" 

341. Repetition seizes some emphatical word or phrase, 
and, to mark its importance, makes it recur frequently in 
the same sentence. It is significant of contrast and energy. 

Example 1. It also marks passion, which wishes to dwell on the ob- 
ject by which it is excited. Virgil pathetically describes the grief of 
0/pheus for the loss of Eurydice, in the fourtib Georgic : 

« Te do^cis coqjux, to, solo in littore •eciun9 
Te, veniento die, to, deoedente canebat." 

So also Catullus, de Passere mort\to Lesbi4B: 

**, Passer mortums est mee Puelln, 
Passer delicisB mee puelle. 
duem plus ilia oeuhs suis amabat." 

2. Pope, to heighten compassion for the fate of an unfortunate lady, 
reiterates the circumstance of her being deprived in her dii^ss of th^- 
sympathy of her friends : 

** By foreign bands thy dying eyes were closed. 
By foreign hands thy decent limbs coiQposed ; 
By foreign bands thy humble grave adorned, 
By strangers honoured and by strangers mourned." 

3. Dryden, in Alexander's Feast, supplies one of the most beautiAiI 
examples of this figure. He thus paints the sad reverse of fortune su^ 
fered by Darius : 

"• Deserted, at his greatest need. 

By those his former bounty Ad, 
He sung Darius, great and good. 

By too severe a fate. 
Fallen, fkUen, fallen, fallen,' 
Fallen ftom his taigfa estate, and weltorinf ia Ha Uood.*' 

342. Exclamations are the effect of strong emotions of 
the mind ; . such as surprise^ admiration^joy^ S^fy ^xA the 
like. 

17 
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lUut. 1. Sxclamati&n, like interrogatioii, is often prompted by sym- 
pathy. Sympathy is a very powerful and extensive principle in our 
nature, disposing us to enter into every feeling and passion, which we 
behold expressed by others. H^nce a single person coming into com- 
pany with strong marks, either of melancholy or joy, upon his counte- 
nance, will difiuse that passion in a moment through the whole circle. 
Hence, in a great crowd, in an assembly of people on some public and 
pressing emergency, passions are so easily caught, and so rapidly 
spread y by that powerful contagion which the animated looks, and 
cries, and gestures of ^multitude never fail to impart. 

2. I shall take the liberty to give one instance, which is known to all, 
and well calculated to illustrate the figure now under consideration. 
Turn with me, reader, turn thy mind back to the morning on which we 
heard it announced that her royal highness princess Charlotte of Saxe 
Cobourg was no more ! Have you heard the news ? said every Brit- 
on to his friend. News? what news? The princess Charlotte's dead ! 
Dead ! the princess Charlotte dead ! did ye say ? Yes ! and her in- 
fant son too. Good God ! both mother and son ! Such was the lan- 
guage ofoUr heart^ — such the species of interrogation, repetition, excUk' 
nuxtxon, which we used that doleful morn. 

Scholium. Though interrogations may be introduced into close and 
earnest reasonings, exclamations, only belong to strong emotions of 
mind. When judiciously employed, they agitate the nearer or the 
reader with similar passions ; but it is extremely improper, and some- 
times ridiculous, to use them on trivial occasions, and. on mean and 
low subjects. The unexperienced writer often attempts to elevate his 
language, by the copious display of this figure ; but it is seldom that 
he succeeds. He frequently renders his composition frigid to excess, 
or absolutely ludicrous, by calling on us to enter into his transports, 
when nothing is said or done to demand emotion. 

343. Vision,, another figure of speech, proper only in an- 
imated and warm compositions, is produced when, instead 
of relating something that is past,^ we use the present tense 
of the verb, and describe an action or event as actually 
passing before our eyes. 

Example. Thus Cicero, in his fourth oration against Catiline, pic- 
tures to his mind the execution of the conspiracy : **^ I seem to myself 
to behold this city, the ornament of the earth, and the capital of all 
nations, suddenly involved in one conflagration. I see before me the 
slaughtered heaps of citizens, lying unburied in the midst of their ruin- 
ed country. The furious countenance of Cethegus rises to my view, 
while, with a savage joy, he is triumphing in your miseries."* 

Scholium. This manner of description supposes a sort of enthusiasm, 
which carries the person who describes, in some measure, out of him- 
self; and when well executed, must needs, by the force of syfhpathy, 
impress the reader or hearer very strongly. But in, order to be suc- 
cessful, it requires an uncommonly warm imagination, and such a hap- 
Ey selection of circumstances, which shall m&e us think that we see 
efore our eyes the scene that is described. 



• " Videor enim mihi hanc urbem videre, lucem orbia terrarum atque arcem omni- 
mm gentiam, subito uno incendio concideDtem ; cerno animo sepulta in patria uuMros 
Ktqao UMpultoi a«pectiu Cethegi, et furor, ia vwtra c«Bde bacchantiik'* 
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344. In tragedy^ Yision is the language of the most rio- 

lent passion, which conjures up spectres, and, approaches to 

iiisanity. . 

Exan^le 1. The author of Phaedra and HyppoUtu^ makes the former 
address the latter in the following strain : 

** Then vthj thitf strain ? Come, let \u plnnce togethor. 
8eo, Hell wtf wide its adamantine gatea! 
fiee, thruagh the sable gates, the black Coeytos, 
In smoky whirls, rolls its fiery waves I 
Hqw huge Megara stalks ! ' 
Now, now, she drags me to tha bar of Minos." 

2. The horrors of the mind of Macbeth, af^er murdering the king and 
Banquo, are artfully and forcibly painted by the same figure : 

** Methought I heard a voice 
Cry, Sleep no more ! Macbeth doth murder sleep." 

8. He is still more Tiolently distracted, and fancies he sees the ghost 
of the murdered king: 

" Avaunt. and quit my sight ! 
Let the earth hiae thee ; thy bones are marrowleis, 
Thy blood is cold : thou hast no speculation 
In those eyee whicn thou doet stare with. 
Hence, horrible shadow ; unreal mockery, hence." 

345. Irony. When we express ourselves in a manner 
contrary, to our thoughts^ not with a view to deceive, bat to 
add force to our observations, we are then said to speak 
ironically, 

niut. Irony turns things into ridicule, in a peculiar manner ; it con- 
sists in laughine at a man^ under the disguise of appearing to praise or 
speak well of him^ 

Example^ *' By these methods, in a few weeks, there starts up many 
a writer, capable of managing the profoundest and most universal sul^ 
jects. For what though his head be empty, provided his common- 
place book be full ? And if you will bate him but the circumstances 
of method, and style, and grammar, and invention ; allow him but the 
common privileges of transcribing from others, and digressing from 
himself, as often as he shall see occasion, he will desire no more in- 

gredients towards ^^ting vp a treatise, that shall make a very comely 
sure on a bookseller's shelf, there to be preserved neat and clean, for 
a long eternity, adorned with the heraldry of its title, fairly described 
on the label ; never thumbed or greased bV students, nor bound to 
everlasting chains of darkness in a library ; but when the fulness oi 
time is come, shall happily undergo the trial of purgatory, in order to 
ascend the sky."* 

34^. The subjects of irony, are vices and follies of all 
kinds ; and this mode of exposing them is often more ef- 
fectual than serious reasoning. 

Jlltu. The gravest persons have not disdained to use this figure on 
proper occasions. 
Example 1. Thus Elijah challenged the priests of Baal to prove the 

• Tale of a Tab, Sect. 7. 
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tnitfa of &eir deity. *« Cry aloud, for he k » god r eHlier he is taOter, 
or h^ if panning, or he if in a jouniey, or pendrentiire he eleepel£» 
and muflt be awakened." 

2. To rqMTOoe a pereon for hit negUgenee, one might ny, ** You have 
talwn great eare indeed." 

347. ExclamcBtions and irony are sometimes united. 

Exiomple, Thus both are united in Cicero** oration ibr Balbus, where 
the orator deridea his accuser, by saying, *< O excellent interpreter of 
the law ! master of antiquity ! corrector and amender of our constitu- 
tion!" 

Scholium. Besides these, there are several other figures, partly 
grammatical and partly rhetorical ; but as an account of them would 
be attended with little instruction, and less amusement, we shall refer 
those who may be led farther into this field, to the writtiurs of the an* 
dent critics, where they win find them explained. It on^ remains to 
point out the general principles which should guide oar practice in the 
use of figures ; and this is a matter of greater importance, as errors in 
this article are very common, and as voung writers particularly are 
apt to entertain impn^r notions of such ornaments. 

348. Remember that the first law of good writing, is to 

attend principally and closely to the matter ; and that even 

the highest ornament is of much inferior consideration. 

lUut. Good sense, dressed in plain languaze, will always gain vf* 
probation; though ornament may add to its impression, it can never 
supply its place. A fieuratiye style, without important matter, may 
dazzle and captivate tne untutored mind, and procure a temporary 
rqnitation ; but reason and truth will, in time, triumph over prejudice 
and show, and consign to oblivion such ill-supported claims to fame. 
** Sunt quineglecto rerum pondere," says Quinctilian, " et viribussen* 
tentiarum, si vel inania verba in figures depravarint, sununos so judi- 
cent artifices ; ideoque non desinunt eas nectere ; quas sine sententia 
sectari, tam est ridiculum, quam quserere habitum gestumque sine cor- 
pore." 

349. Figures should never have the appearance of being 
anxiously sought, or of being forced into the service of a 
writer. 

lllus. Affectation is tiie bane of beauty on all occasions, but particu- 
larly in composition. If attention to ornament cannot be concealed, it 
had better be relinquished. The appearance of art will injure reputa- 
tion more with every reader of taste, than that reputation could be 
promoted by the most successful use of figures. 

350. As figures should not be anxiously sought, so neither 
should they be lavishly employed. Ornaments of all sorts 
interfere with elegance, unless applied with taste. In liter- 
ary compositions they may serve to display a richness of 
mind, they may impart a gaiidy semblance, and may evi- 
dence a bold imagination, but they will ne^er strike with 
the charms of genuine beauty. If, on the other hand, dis- 
cernment be discovered in the use of them, if they are intro- 
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dueed with moderation, and communicate real and permanent 
delight, they will be sure to gain approbation. 

lUtM, The ornaments of writing particularly, are of a nature so re- 
fined, that the riohest imagination cannot always supply them ; nor can 
the reader continue long to relish them. They are like delicacies of 
the palate ; they sooner pall upon the taste than ordinary food. Figures 
too closely interspersed, interfere with their own impression ; they ex- 
haust tlie sensihility of the imagination by too frequent exertion ; and 
they excite disgust by attempting too much to please. 

351. An author should not attempt figure^ without being 
prompted by his imagination. He will readily discover, 
whether he has received from nature any considerable por- 
tion of this lively faculty, by the relish he entertains for 
works of genius, toward the composition of which she has 
liberally contributed. 

lUus. 1. If oratory and poetry attract his attention, and communicate 
pleasure ; if he feel inferior gratification in perusing productions of 
science, or in abstract inquiry, he has reason to conclude he is endued 
with some share of the mental power that has adorned the productions 
to which he is attached. If he feel this faculty so prevalent as to tinge 
insensibly the colour of his early compasitions, he may hope, by proper 
culture, to attain eminence in the use of ornament. . 

2. But without such favourable presages, ornament ought not to be 
attempted. It is not admissible into many reputable species of compo- 
sition. It is rejected in the greater part of scientific disquisitions. It is 
despised by some writers and readers ; and in every kind of composi- 
tion, except poetry, good sense, and important matter, conveyed in a 
simple and natural style, will be entitled to high praise. They will obtain 
higher praise than can be procured by attempting ornament without 
success. ^ 

Finally. Without a genius ^ for figurative language, none should at- 
tempt it. Imagination is a pow<)r not to be acquired ; it must be derived 
from nature. Its redundances we may prune, its deviations we may 
correct, its sphere we may enlarge : but the faculty itself we cannot 
create ; and all efforts towards a metaphorical ornamented style, if we 
are destitute of the eenius proper for it, will prove awkward and disgust- 
ing. Let us satis^ ourselves, however, by considering that, without 
atSs talent, or at least with a very small measure of it, we may both write 
and speak to advantage. Good sense, as has been said, clear ideas, per- 
spicuity of language, and proper arrangement of words and thoughts, 
will always command attention. These are, indeed, the foundations of 
all solid merit both in speaking and writing. Many subjects require 
nothing more ; .and those which admit of ornament, admit it only as a 
secondary requisite. To study and to know our own genius well ; to 
follow nature ; to seek to improve, but not to force it ; are directions 
which cannot be too often given to those who desire to excel in the 
liberal arts. ^ 

17* 



BOOK V. 

ON THE NATURE OF TASTE AND THE 
SOURCES OF ITS PLEASURES. 



CHAPTER I. 

TASTB. 

353. TASTE is that faculty or power of the human mind, 
which is always appealed to in disquisitions concerning the 
merit of discourse and writing ; it is the power of receiving 
[Measure from the beauties of nature and art 

JBu$, 1. The word taste, under this metaphorical meaning, has bor- 
rowed its name from the feeling of that external sense by which we 
recetve and distinguish the pleasures of food. 

2. This faculty is common, in some degree, to all men ; for the relish 
of beauty, of one kind or oUier, belongs to human nature generally. 
Whatever is orderly, proportioned, grand, harmonious, new or spright- 
ly, pleases alike, but in different degrees, the philosopher and the peas- 
ant, the child and the savage. Regular bodies, pictures, and statues, 
develope in children the rudiments of taste ; and savages, who pride 
themselves in their ornanients of dress, their war and their death songs, 
tiieir harangues and their orators, evince that they possess, with me 
attributes of reason and speech, some discernment oi beauty, and th« 
priaciples of taste, deeply founded in the human mind. 

353. Taste is possessed in different degrees by different 
men. Its feeble glimmerings appear in some ; in others, it 
rises to an .acute discernment; and a lively enjoyment of 
the most refined beauties : the former have but a weak aad 
confused impression of this power, as they relish only beau> 
ties of the coarsest Ipnd ; the latter have a certain natural 
and instinctive possession of this faculty, which may be_im« 
proved by art, and which discovers itself in their powers and 
pleasures of taste. 

Obs. This inequality is partly owing to the diflerent frame of our na- 
turet, to nicer organs, and finer internal powers, with which oa^ is 
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endowed beyond another ; but ftill more to education, and a hig^r 
culture of those talents, which belong only to the ornamental part of 
life. 

354. Taste is an improvable faculty, and^ refined by 
education, gives to civilized men an immense superiority 
above barbarians, and, in the same nation, to those who have 
studied the liberal arts, above the rude and untaught vulgar. 

Ohs. Thus, two classes of men are far removed from each other, in 
respect to the powers and pleasures of taste ; and, for this difference, no 
other general cause can be assigned, than culture and education. 

355. Exercise is the source of improvement in all our 
iacultiep, in our bodily, in our mental powers, and even in 
our external senses. 

IBu9. 1. Touch becomes more exquisite in men whose employment 
leads them to examine the polish of bodies, dian it is in others, whose 
trade engages no such nice exertions. 

2. Sight, in discerning &e minutest objects, acquires a surprising 
accuracy in microscopicayobservers, and those who are accustomed to 
engrave on precious stones. 

8. Chemists, by attending to difierent flavours and tastes of liquors, 
wonderfully improve the power of distinguishing them and tracing 
their composition. 

356. Placing internal taste, therefore, on the footing of a 
simple sense, frequent exercise, and curious attention to its 
proper objects, must, in the first instance, greatly heighten 
its power. 

lUuB. 1. Thus, noting is more improvable than that part of taste, 
which is called an ear for music. At first, the simplest and plainest 
compositions only are relished. Our pleasure is extended by use and 
practice, which teach us to relish finer melody, and by degrees enable 
OS to enter into the intricate and compound pleasures of harmony. 

2. So an eye for the beauties qf painting, is never acquired all at 
cotce ; nor by him who prefers &e Saracen's head upon a sign-post, 
before the best tabulature of Raphael. It is gradually foqned by be- 
ing conversant among pictures, and studying the works of the best 
masters. 

8. And the man who has cultivated the beauties of regularity, order, 
and proportion, in architecture, will never prefer a rude Gothic tower, 
before the finest Grecian building. 

357. Precisely in the same manner, with respect to th« 
beauty of compositian and discotnrse, attention to the most 
approved models, study of the best authors, comparisons of 
lower and higher degrees of the same beauties, operate to- 
wards the refinement of taste. 

/ZZus. The sentiment that attends a reader's first acquaintance with 
works of genius, is obscure and confused. The several excellences or 
blemishes of the perfonnanee which he peruses, cannot be pointed outj 
beeauie he is at aloM oo what to rest his judgment; but allow him 
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more experience of die fubjeet, and his taste beoemee more exact and 
enUgfatened : the character of Uie whole work, the beauties and defeeii 
of each part, are perceived, and his praiae or blame is at length pro- 
nounced firmly, and without hesitation. Thus, in taste, considered ae 
mere sensibility, exercise opens a great source of improvement 

358. Bat reaspn and good sense have so extensive an ii>- 
fluence on all its (^rations and decisions, that a thorough 
good taste may well be considered as a power compounded 
of natural sensibility to beauty, and of im|>roved undep- 
■tanding. {Art, 365.) 

iZbif . 1. The mater part of the productions of genhu, are no other 
than imitations of nature ; representations of the characters, actions, or 
manners of men. The pleasure we receive from such imitations, or 
representations, is founded on mere taste ; but to judge whether they 
be properly executed, belongs to the understanding, which compares 
the copy with the original. 

• 2. In reading such a poem as Paradise Lost, a great part of the pleas- 
ure we receive, arises from the plan or story being well conducted, and 
all the parta joined together with due connexion ; from the characters 
being suited to the subject, the sentimenta to the characters, and the 
•tyle to the sentimenta. 

8. We feel or enjoy by taste, as an internal sense, the pleasure which 
arises from a poem so conducted ; but the discovery of this conduct in 
the poem, is owing to reason ; and our pleasure will be the greater, 
the more that reason enables us to discover such propriety in the con- 
duct. 

4. Our natural sense of beauty yields us pleasure ; but reason shows 
OS why, and upon what grounds, we are pleased. Whenever, in works 
of taste, any resemblance to nature is aimed at, whenever there is any 
reference of parta to a whole, or of means to an end, as indeed there is 
in almost every writing and discourse, there the understanding must 
always have a great part to act. 

359. A SECOND, and a very considerable source of th« 
improvement of taste, arises from the application of reason 
and good sense to works of composition, and productions of 
genius. 

Ulus. Spurious beauties, such as unnatural characters, forced senti 
menta, and affected style, may please for a little ; but they please only, 
because we have not examined or attended to their opposition to nature 
and good sense. The illusion is dissipated, and these false beauties 
cease to please, aa soon as we aro shown how nature might have been 
more justly imitated or represented, and how the writer might have 
managed his subject to greater advantage. 

360. From these two sources then, first, the frequent er- 
ercise of taste, and next, the application of good sense and 
reason to its objects, taste, as a power of the mind, receives 
its improvement. 

Obs. In ita perfect state, it is undoubtedly the result both of nature 
and art It supposes our natural sense of beauty to be refined by fre* 
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'quent attention to tiie-most beautiful objects, and at the same time to 
be guided and improved by the light of the undenlaiidiiig. 

361,. One material requisite to a just taste, besides a 
sound head, is a good heart; for tnord beauties, in thera^ 
selves superior to all others, exert an influence, either more 
nearly, or more remotely, on a great variety of other objects 
of taste. 

Ithu. The afiections, characters and actions of men, frequentiy afiford 
the noblest subjects to genius. Without possessing the virtuous affec- 
tions, no man, where those affections, characters or actions, are con- 
cemed, can exhibit their just and touching description, nor have anV 
thorough feeling of the beauty of that description. He whose heart is 
indelicate or hard, who has no admiration of what is truly noble or 
praiseworthy, nor the proper sympathetic sense of what i» soft and 
tender, must have a very imperfect relish of the highest beauties of elo- 
quence and poetry. 

362. Delicacy and Correctness are the characters of 
taste, when brought to its most improved state. 

1UU8. 1. Delicacjjf oftctate respects principally the perfection of that 
natural sensibility, on which taste is founded. It implies those finer 
organs or powers, which enable us to discover beauties that lie hid 
from a vulgar eye. A person of delfcate taste, both feels strongly, and 
feels accurately. He sees distinctions and differences, where others 
see none ; the most latent beauty does not escape him, and he is sensi- 
ble of the smallest blemish. 

2. CorrectneM qf taste respects chiefly the improvement which that 
faculty receives through its connexion with the understanding. Coun- 
terfeit beauties never impose on a man of correct taste, because he car* 
ries in his mind that standard of good sense, which he employs in judg- 
ing of every thing. , 

363. Delicacy of taste is judged of by marks similar to 

those which we use in judging of the delicacy of an external 

sense. 

Uhu. As the goodness of the palate is not tried by strong flavours, 
but by a mixture of ingredients, in which, notwithstanding the confu- 
sion, we remain sensible of each ; in like manner, delicacy of internal 
taste appears, by a quick and lively sensibility to its finest, most com- 
pounded, 6r most latent objects. 

364. Correctness of taste is judged of by the estimate 
which a man makes of the comparative merit of several beau- 
ties, which he meets with, in tiny work of g^ius. 

nius. When he refers these to their proper classes, assigns with pro- 
priety the principles, as far as they can be traced, whence their power 
of pleasing flows ; and is pleased himself in that degree, in which he 
ought, and no more ; we say that his taste is correct. 

365. Delicacy, and correctness of taste, mutually imply 
each other. No taste can be exquisitely delicate, without 
being correct ; nor thoroughly correct, without being deli- 
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oale. Bttt still a predominancy of the one or the other qaa^ 
ity in the mixture is often yisible. 

Ilhu, 1. The power of deUcacy is chiefly neen In discerning the true 
merit of a work ; the power of correctness, in rejecting false preten- 
sions to merit. Delicacy leans more to feeling ; correctness, more to 
reason and judgment. The former is more the gift of nature ; the lat- 
ter, more the product of culture and art. 

2. Among the ancient critics, Longinus possessed most delicacy; 
Aristotle, most correctness. Amone the modem, Addison is a hig^ ex- 
ample of delicate taste ; and had Dean Swift written on criticism, he 
would perhaps have afforded the example of a correct one. Campbell, 
Kames, Allison, and Dugald Stewart, are examples of correct and deli- 
cate taste. 

366. The diversity of tastes, which prevails among 
mankind, does not in every case infer a corruption of taste, 
or oblige us to seek for some standard, in order to determine 
who are in the right. 

IUu8. The tastes of men may differ very considerably as to their ob- 
ject, and yet none of them be wrong. One man relishes poetry, while 
another takes pleasure in nothing but history. One prefers comedy ; 
another tragedy. One admires the simple; another the ornamented 
style. The young are amused with gay and sprightly compositions ; 
the elderly are more entertained with those of a graver cast. Some 
nations delight in bold pictures of manners, and strong representations 
of passions ; others incline to a more correct and regular elegance* 
hoik in description and sentiment. Though all differ, yet all pitch up- 
on some beauty which peculiarly suits their turn of mind ; >and there- 
fore no one has a title to condemn his neighbour. 

367. In questions of mere reason, there is but one conclu- 
sion that can be true ; and there is some foundation for the 
preference of one man's taste to that of ainother. 

IUu8, Truth, which is the object of reason, is <me; beauty, which is 
the object of taste, is tnanifold. Taste, therefore, admits of latitude 
and diversity of objects, in sufficient consistency with its goodness or 
Justness. 

368. This admissible diversity of tastes, can only have 
place where the objects of taste are different. When one 
condemns as ugly what another admires as beautiful, there 
is no longer diversity, but direct opposition of taste. One 
must be right, and the other wrong. 

lUus, One man prefers Virgil to Homer ; another, admires Homer 
more than Virgil ; yet there is no reason to say that their tastes are 
contradictory. The one is more struck with the elegance and tender- 
ness of Virgil ; the other with the simplicity and fire of Homer. As 
long as neitner of them denies^that both Homer and Virgil have great 
beauties, their difierence falls within the compass of that diversity of 
tastes, which is both natural and allowable. {Jlrt, 866.) 

2. But if a third man should assert that Homer has no beauties what- 
ever, and that Virgil is devoid of elegance and tenderness, — that he 
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liolds the one to be. 9. dull, spiritless writer, and the o&er to be a mevi 
copyist, that in distinctioii to the JSneid he would as soon peruse Rob» 
inson Crusoe, or Jack the Giant Killer to the Iliad ; both the other 
men would pronounce him void of all taste, or ezckum that his taste was 
corrupted in a miserable degree. 

3. Or if either of the two men who disputed about the pre-eminence 
of Virgil or of Homer, should evince the same disposition as the third 
man showed ; his antagonist would appeal to whatever he thought the 
standard of taste to show him that he was in the wrong. 

369. A STANDARD properly^ signifies that, which, being 
fixed by convention, is of such undoubted authority as to be 
the test of other things of the same kind. 

lUus. 1. Thus a standard weight or measure is that which is appoint- 
ed by law to regulate all other weights and measures. 

2. Thus, also, the Court is said to be the standard of good breeding ; 
and the Scripture, 'of theological truth. 

370. In all cases where an imitation is intended of some 
object that exists in nature, as in representing human char- 
acters and actions, nature is the standard of taste, because 
conformity to it affords a full and distinct criterion of what 
is*truiy beautiful. 

Obe. Reason hath in such cases full scope for exerting its authority, 
for approving or condemning ; by comparing the copy with the origin- 
al. But there are mnumerable cases in which this rule cannot be ap- . 
plied ; and conformity with nature is an expression frequently used, 
without any distinct or determinate meaning. The stafidard of taste 
must, therefore, be, something which is clear and precise, without any 
imperfection, irregularity, or disorder. 

371. The general sentiments of mankind must be. consid- 
ered the standard to which the ultimate appeal must ever lie, 
in all works of taste, 

lUtts, If any one should maintain that sugar was bitter, and tobacco 
sweet, no reasonings on his part could avail to prove this position ; man- 
kind would infallibly hold the taste of such a person to be diseased, 
merely because it differed diametrically from the taste of the species tc 
which he belonged. In like manner, with regard to the objects of sen- 
timent or internal taste, the common feelings of men carry the same 
authority, and become an universal standard to, regulate the taste of ev- 
ery individual. 

<372. There is nothing but the taste, as far as it can be 
gathered, of human nature, of sufficient authority to be the 
standard of the various and opposite tastes of men. 

lUus. That which men concur the most in admiring must be reckon- 
ed beautiful. His taste must be esteemed just and true which coincides _ 
with the general sentiments of men. He who, in any dispute, appeiUi ~ 
to the common sense of mankind as the ultimate rule or standard by 
which he will be judged, evinces a conviction of a common standard to 
which his taste is right or good if conformable, while that of his oppo- 
nent must be wrong or hoA, if disconformable. The taste of a wh<de 
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BMpW» Mmiiei iy rtatpm Mitf •tvftie, mmt gptomtlly b« •xqviiite aad 
juft, their internal seniet nnerring and rare. He who ellowt siibmi»- 
fkoii to be due to die determinations of all mankind, acknowledgee a 
perfect itandard for the taste of all odiers. 

373. But besides the apjvobation of the majority, there 
are principles of reason and sound judgment which can be 
applied to matters of taste, as well as to the subjects of sci- 
ence and philosophy. 

iUitf .« He who admires or censures any work of {^eidus, is always 
ready, if his taste be improved, to assign some reasons for his dednon. 
He appeals to principles, and points out the grounds on which he pro- 
ceeds. Taste is, therefore, a sort of compound power, in which the 
light of die understanding always mingles, more or less, with the feel- 
ings of sentiment. 

374. The ultimate conclusions to which our reasonings 
lead, in judging concerning works of taste, refer at last to 
sense sjid perception. 

Itttu. Just reasonings concerning propriety of conduct in a tragedy, 
or an epic poem, will correct the caprice of unenlightened taste^ and 
establisn principles forjudging of what deserves praise. These reason- 
ings, in me last resort, appeu always to feeling. Their foundation is 
deeply laid in whatever has been found from experience tp please man- 
kind universally. 

2. Upon this ground, we prefer a simple and natural, to an artificial 
style ; a regular and well-connected story, to loose and scattered narra- 
tives ; a catastrophe which is tender and pathetic, to one which leaves 
us unmoved. 

Corol. It is from consulting our own imagination andheai't, and from 
attending to the feelings of others, that any principles are formed 
which acquire authority in matters of taste. 

375. When we refer to the concurring sentiments of men 

as to the ultimate test of what is to be accounted beautiful 

in the arts, this is always to be understood of men placed in 

such situations as are favourable to the proper exertions of 

taste. 

lUtis. The sentiments of mankind in polished and flourishing nations, 
where arts are cultivated, and manners refined, where works of genius 
are subject to free discussion, and taste is improved by science and 
philosophy, — ^become the principles of authority which must necessari- 
ly be decisive of every controversy that can arise upon liiatters of 
taste. 

376. We conclude, therefore, that taste is not an arbitra- 
ry principle, subject to the fancy of every individual, and 
admitting no criterion by which to determine whether it be 
true or false. Its foundation is the same in all human mind& 
It is built upon sentiments and perceptions which belong tc 
our nature ; and which in general operate with the same uni 
formity as our other intellectual principles. 
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Ofn, When tiiete Motimeirts are perverted ¥y Ignoranee and pnju- 
dice, they are capable of being rectified by reason. Their loaiid and 
natural state is ultimately deterxnined, by comparing them with the 
general taste of mankind. 

377. In every composition, what interests the heart pleas- 
es all ages and all nations. There is a certain string to 
which, when properly struck, the human heart is so made as 
to answer. 

lUus. 1. Hence the universal testimony which the most iibproved 
nations of the earth have conspired, throughout a long succession of 
ages, to ^e to some few works of genius ; such as the Iliad of Homer 
and the ^neid of Virgil. 

2. Hence the authority ,which such works have ac^juired as stand- 
ards, in some degree, of poetical composition; since from them we 
are enabled to collect what the sense of mankind is, concerning those 
beauties which give them the highest pleasure, and which, therefore, 
poetry ought to exhibit. 

378. Uniformity of taste and sentiment, resulting from 
oiir conviction of a common standard, leads to two important 
final causes; the one respecting our duty; the other, our 
pastime or amusement. 

■ Obs. Barely to mention the first, shall be sufficient, because it does 
not properly belong to the present undertaking. Unhappy it would be 
for us did not uniformity prevail in morals : that our actions should uni- 
formly be directed to what is good and against what is ill, is the great- 
est blessing of society ; and in order to uniformity in action, uniformity 
of opinion and sentiment is indispehsable. 

379. With respect to pastime in general, and the fine arts 
in particular, the following illustrations make the final cause 
of uniformity abundantly ohvious. 

lUus, 1. Uniformity of taste givies opportunity for sumptuous and el- 
egant buildings, for mie gardens, and extensive establishments which 
please generally. 

2. The reason is obvious : without uniformity of taste, there could not 
be any suitable reward, either of profit or honour, to encourage 
men ot genius to labour in such works, and to advance them to perfec- 
tion. 

8. The same uniformity of taste is equally necessary to perfect the 
arts of music, sculpture, and painting, and to support the expense 
which they require after they are brought to perfection. 

4. Nature is, in every particular, consistent with herself; we are 
framed by nature to have a high relish for the fine arts, which are a 
great source of happiness, and friendly in a high degree to virtue : we 
are, at the same time, framed with uniformity of taste to furnish prop- 
er objects for that high relish ; and, if uniformity did not prevail, the 
fine arts would never have made any figure. 

380. Another final cause, no less obvious, is the separation 
of men into difierent classes, by birth, office, or occupation. 
How much soever this separation might tend to relax the 

IS 



copaB xi on thai ooeiit to mibsist amoi^tlie m ftmbc r s of the 
same state, its eflfects are prevented bj the access of aD 
ranks of people to public spectacles and amusements. These 
assemblages of people of oae country are best enjoyed in 
company. In tliis common fellowship every one partakes 
of the same pleasures. Such meetings are, therefore, no 
slight support to the social affections* and to uniformity of 
taste. 



CHAPTER IL 

CBITIOISM. 

381. TASTE, criticism, and genius, are words currently 
employed, without distinct ideas annexed to them. 

Definition. True criticism is the application of taste and of eood sense 
to the several fine arts. The object which it proposes is, to distinguish 
what is beautiful and what is faulty in ^very performance ; from par- 
ticular instances to ascend to general principles ; and so to form rules 
or conclusions c<»icerning the seversd kinds of beauty in works of 
genius. 

Illus. The rules of criticism are not formed by iiny induction, a pry 
ori, as it is called ; that is, they are not formed by a train of abstract 
reasoning, independent of facts and observations. Griticisni is an art 
(bunded wholly on experience ; on the observations of such beauties as 
have come nearest to the standard which we before established ; that 
is, of such heauties v have been found to please mankind most gener- 
ally. (Jirt. 371.) 

2. For example ; Aristotle's rules concerning the unity of a<!ition hi 
dramatic and epic composition, were not first discovered hy logical - 
reasoning, and then applied to poetry ; but they were rules drawn 
from the practice of Homer and Sophocles : they were founded upon 
observing th|e superior pleasure which mankind received from the re- 
lation of an action which was one and entire, beyond what they receiv- 
ed from the relation of scattered and unconnected facts. 

8. Such observations taking their rise at first from feeling and expe- 
rience, were found, on examination, to be so consonant to reason, and 
to the principles of human nature, as to pass in^o established rules, and 
to be conveniently applied for judging of the excellency of any pei^ 
formance. This is the most natural account of the origin of criti- 
eism. 

382. A masterly genius, it is true, will of himself, un- 
taught, compose in such a manner as shall he agreeable to 

* On works of taito, the stadeat may now eonmlt Dr. Qerrard*$ Enay on Taste— 
jyAUmherVt Reflections on the use and abuse of PbiloHopby in matters which relate 
to taste— Keflections Critiques sur la Poesiii et sur la Peinture— JTaaies* Elements of 
Criticism— /fume*a Essay on the Standard of Taste— Introduction to the Essay oo Htm 
8«Wine and Beautafol— fiMi'^« Lectwes, and Altim^ on Tute. 
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the most material rales of criticism ; lor as these rules are 

founded in nature, nature will often suggest them in pra<^ 

ticc. 

i0tw. It it more thaa probable that Homer was acquainted with ns 
lyttems of the art of poetry. Guided bv genius alone, he compoaed 
in verse a regular story, wbich all posterity bas admired* But tois Is 
no argument against tlm usefulness of criticism, as an art. For as no 
human genius is perfect, tbere is no writer but mav receire assistance 
from critical observations upon tbe beauties and nuilts- of those who 
have gone before him* No observations or rules can indeed supply the 
defect of genius, or inspire it where it is wanting. But they may of- 
ten direct it into its proper channel ; they may correct its extrave- 
gance^, and point out to it the most just and proper imitation of na- 
ture. Critical rules are designed chiefly to show the &ults that ouf^t 
to be avmded. To nature we must be indebted for the production of 
eminent beauties. [See CoroL I. p. 59,) 

383. From what has beeii said, we are enabled to form a 
judgment concerning those complaints which it has long 
been fashionable for petty authors to make against critics 
and criticism. 

lUus. 1. Critics have been represented as the great abridgers of the 
native liberty of genius; as the impOsers of unnatural shackles and 
bonds upon writers, from whose cruel persecution they must fly to th« 
public, and implore its protection. Such supplicatory prefaces are not 
calculated to give very favourable ideas of the genius of the author. 
For every good writer will be pleased to have his work examined hf 
4fae principles of sound understanding and true taste. 

2. The declamations against criticism commonly proceed upon this 
supposition, that critics are such as judge by rule, not by feeling* 
This is so far from being true, that they who Judge after this raumer 
are pedants, not critics. For all the rules of genuine criticism will bo 
found to be ultimately founded on feeling ; and taste and feeling are 
necessary to guide us in the application <m these rules to every partic- 
ular Instance. 

8. As there is nothing in which all sorts of persons more readily af- 
fect to be judges, than in works oC taste, there is no doubt that the 
number of incompetent critics will always be great. But this a^rds 
no more foundation for a general invective agidnst criticism, than the 
number of bad philosophers or reasonere aflbrds against sound philo> 
sophy and logic. 

384. An objection more plausible may be fbniied against 
criticism, from the a{^lause that some per^mances jbave 
received from the public, which, when accurately consider- 
ed, are found to contradict the rules established foj crit^ 
cism. 

Ilhu. Now, accorfing to the principles laid down in the last chapter* 
(he public is the supreme judre, to whom the last appeal must be mads 
in every work of taste ; as ue standard of taMe Is founded on ths 
sentiments that are natural and common to all men. But with respect 
(D this, we are to observe, that the sense of the public is often too 
hastily judged oL The genuine public taste doet not always* appear 
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in tlie fint ■^Uvw siren apon tiie pablicitioii «f taj new wwl:. 
There are both the great vulgar, and the small vulgar, who are apt to 
he catcbed and dazzled by very auperficial beauties, the admiration of 
vhich in a little time passes away : and sometimes a writer may ac- 
quire great temporary reputation, merely by hb compl!an<fe with the 
passions or prejudices, with the party spirit or superstitious notions, 
fliat may chance to rule for a time almost a whole nation. In such 
cases, though the public mav seem to praise, true critidsm may witii 
veason condemn; and it will in progress of time gain the ascendant: 
fer the Judgment of true criticism, and the voice of the public, when 
once bcNDome unprejudiced and dispassionate, will ultimately coincide. 

385. There are some works that oontain gross transgres- 
sions of the laws of criticism, which, nev^^eless, have ao 
quired a general, and even a lasting admiration. 

IOu$. 1. Such are the plays of Shakspeare, which, considered as 
dramatic poems, are irregular in the highest degree. But then they 
have gained the public admiration, not by their being irregular, not 
bj their transgression of the rules of art, but in ^te of such trans- 
l^ressions. They possess other beauties whidi are conformable to 
just rules ; and the force of these beauties has been so great as to 
overpower all censure, and to give the public a degree of satisfaction 
superior to the disgust arising from their blemishes. 

2. Shakspeare pleases, not by his bringing the transactions of 
many years into one play ; not by his grotesque mixtures of tragedy 
and comedy in one piece, nor by the strained thoughts, and affected 
witticisms, which he sometimes employs. These we consider as 
blemishes, and imppte them to the grossness of tiie age in which he 
lived. But he pleases by his animated and masterly representations 
«f characters, by the liveliness of his descriptions, tiie foree of his 
ftntlnientB, and his possessiitt, beyond all writers, tiie natural lan- 
guage of passion; beauties wmch true criticism no less teaches us to 
place in the higiiest rank, than nature teaches us to feel. 



CHAPTER ni. 

OF eBNIUS. 



886. TASTE and GEints are two words freqnentlj join- 
ed together ; and therefore, by inaccurate thinkers, confound- 
ed. Taste consists in the power ot judging ; genius^ in the 
pmterof erecuHng. 

JUus, 1. One may have a considerable degree of taste in poe^y, elo> 

Sence, or any of the fine arts, who has litue or hardly any genius for 
mposition or execution in any of these arts ; but genius cannot be 
found without including taste also. Genius, therefore, deserves to bo 
considered as a higher power of the mind than taste. 

2. Gtonius always imports something inventive or creative ; which 
does not rest in mere sensibility to beauty whero it is perceived, but 
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whkh can, laereoTer, produce new beauties, and exhibit them in auch 
a manner as strongly to impress the minds of others. Refined tasta 
forms a good critic ; but genius is farther necessary to form the poet^ 
or the orator. 

3. Genius is a word, which, in common acceptation, extends much 
farther than to the objects of taste. It is used to signify that tctlent or 
aptitude which we receive from nature, for excelling in any one thing 
whatever. Thus we speak of a genius for mathematics j as well as a 
genius for poetry; of a genius for war, (or politics, or for any mechan- 
ical employment. w 

387. This talent or aptitude for excelling in some one par- 
ticular, is what we receive from nature. By art and study, 
no doubt, it may be greatly improved ; but by them alone it 
cannot be acquired. 

lUus. X. As genius is a higher foculty than taste, itia ever, accord- 
ing to the usual frugality of nature, more limited in the sphere of iti 
operations. It is not uncommon to meet with persons who have an 
excellent taste in several of the polite arts, such as music, poetry, 
painting, and eloquence, all together : but to find one who is an ex- 
cellent performer in all these arts, is much more rare ; or rather, in- 
deed, such an one is not to be looked for. 

2. A sort of universal genius, or one who is equally and indifferently 
turned towards several difierent professions and arts, is not Skely to 
excel in any. Although there may be some few exceptions, yet in 
general it holds, that when the bent of the mind is exclusively directed 
towards some one object, there ia the fairest prospect of emmefice in 
that, whatever it be. The rays must converge to a point, in order to 
glow intensely. This remark is the more necessary, on account of its 
great importance to young people, in leading them to examine with 
care, and to pursue with ardour, the current and pointing of nature 
towards those exertions of genius in which they are most likely to 
excel. 

388. A genius ibr any of the fine arts, always shpposef 
taste ; it is clear, that the improvement of taste will serve 
both to forward and to correct the operations of genius. 

Ulus. 1. In proportion as the tasto of a poet, or orator, becomes 
more refined with respect to the beauties oi composition, it will cer* ' 
tainly assist him to produce the more finished beauties in his work. 
Geniusu however, in a poet, or orator, may sometimes exist in a high- 
er decree than taste ; that is, genius may be bold and strong, when 
taste 18 neither very delicate, nor very correct 

2. This is often the case in the infancy of arts ; a period when gen- 
ius frequently exerts itself with great vigour, and executes with much 
warmth; while taste, which requires experience, and improves by 
slower degrees, hath not yet attained to its fiill growth. / 

3. Homer and Shakspeare are proofs of what is here asserted. In / y 
the admirable writings of those . two great poets are found instancen of / 
rudeness and indelicacy, which the more refined taste of later writert, / 

of far inferior genius, would have taught them to avoid. "^ 

4. As all human perfection is limited, this may very probably be the 
law of our nature, that it Is not given to one man to execute with vie- 

18* 
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9(at tad fire, and, at the aame time, to attend to all Uie le«er and more 
refined graces that belong to the exact perfectkm of hia work : while* 
en tiie ottier hand, a thoronch taste for those inferior graces is, for the 
most part, accompanied with a dimination of sublimity and force. 



CHAPTER IV. 

THB 80URCS8 OP THE PLBA8USB8.0F TASTE. 

989. HAYING now explained the nature of taste, the 
nature and importance of criticism, and the distinction be> 
Iween taste and genius ; we are now to consider the sources 
OF the pleasures op taste. 

Ob9. Here opens a very extensiye field; no less than oZZ thepUi^ 
mtre$ ofiheimaginatumy as ihpy are commonly called, whether aiflbrd- 
ed us by natural objects, or by the imitations and descriptions of them. 
But it is not necessary to the purpose Of this Grammar, that all these 
should be examined mlly ; the pleasure which we receive from dis* 
eourse, or writing, being the main object of them, so far as rhetoric is 
concerned. All tiiat is proposed, is to give some openings into the * 
pleasures of taste In general; and to insist more particularly upon 
sublimity and beauty. 

lUua, 1. It is difficult to make a full enumeration of the several ob- 
jects that give pleasure to taste ; it is more difficult to define all those 
which have been discovered, and to reduce them under proper classes ; 
and, when we would go farther, and investigate the efficient causes of 
the pleasure which we receive from such objects, here, above all, we 
find ourselves at a loss. 

2. For instance ; we all learn by experience, that certain figures of 
bodies appear to us more beautiful than others. On inquiring farther, 
we find that the regularity of some figures, and the graceful variety of 
others, are the foundation of the beauty which we discern in them ; but 
when we attempt to go a sfep beyond this, and inquire what' is the 
cause of regularity and variety producing in our minds the sensation 
of beauty, any reason we can assign is extremely imperfect These 
first principles of internal sensation, nature seems to have covered with 
an impenetrable veil. 

8. Although the efficient cause be obscure, the final cause of those 
eensations lies in many cases more open : and, in entering on this sub- 
ject, we cannot avoid taking notice of the sti'ong impression which the 
powers of taste and imagination are calculated to give us of the benig- 
nity of our Creator. 

4. By endowing us with such powers, he hath widely enlarged the 
sphere of the pleasures of human life ; and those too of a kind the 
most pure and innocent. The necessary purposes of life might have 
been abundantly answered, though our senses of seeing and hearing 
had only served to distinguish external objects, without conveying to 
vs any of those refined and delicate sensations of beauty and grandeur^ 
with which we are now so much delighted. 

ft. This additional embellishment and glory, which, for promoting our 
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entertBinmentftibe Author of Nature hatb poured foHb upon his woitey 
ii one striking testfmony, among many others, of Hrs benevolence and 
goodness: 

6. This thought, which Mr. Addison first started^ Dr. Akenside, in 
his poem on the Pleasures of the Imagination, has happily pursued. - 

------- Not eontent 

With et«rv ftxkd of life to ooariafa nan, 
Bt kind aHmioM of the wooderingr MDaey 
TIiou nak'st all nature faeaaty to nis eye, 
Or music to his ear. - - - 

d90. First, then, we begin with considering the pleaiora 
which arises from st^Kmity or grandeur, 

nius. It is not easy to describe> in words, the precise impression 
which great and sublime objects make upon us when we behold them^ 
but every one has a conception of it. It produces a sort of intenud 
elevation and expansion ; it raises the mind much above its ordinary 
state ; and fills it with a degree of wonder and astonishment, wliich it 
cannot well express. The emotion is certainly delightful ; but it is 
altogether of the serious kind ; a degree of awfulness and solemnity, 
even approaching to severity, commonly attends it when at its height ; 
very distinguishable from the more gay and brisk emotion raised by 
beautiful objects. 

391. The simplest form of external grasideur aj^ars in 
the vast and boundless prosp^ects presented to us by nature ; 
such as wide extended plains, to which the eye can see no 
limits; the firmament of heaven,; or the boundless expanse 
of the ocean. All vastness produces the impression of sub- 
limity. 

nitu. It is to be remarked, however, that space, extended in lencth* 
makes, not so strong an impression as heieht or depth. Though a 
boundless plain be a grand object, yet a high mountain, to which we 
look up, or an awful precipice or tower, whence we look down on tfa# 
o]Mects which lie below, is still more so. 

2. The excessive grandeur of the firmament arises from its height| 
joined to its boundless extent ; and that of the ocean, not from its ex- 
tent alone, but from the perpetual motion and irresistible force of that 
mass of waters. Wherever space is ccmcerned, it is clear, that ampli- 
tude or greatness of extent, in- one dimension or other, is necessary to 
grandeur. Remove all bounds from any object, an4 you presently 
render it sublime. 

CoroL Hence, infinite space, endless numbers, and eternal duratim, 
fill the mind with great ideas. 

992. But vastness, or amplitude of extent, is not alone the 
foundation of all sublimity ; because many objects appear 
•ablirae, which have no relation to space at all. 

Iliu$. Such, for instance, is great loudness of sound. The burst of 
thunder or of cannon, the roaring of winds, the shouting of multitudes^ 
tiie sound of vast cataracts of water, are all incontestibly grand objects. 
In general we may observe, that great power and force exerted, alwajrs 
raise sublime ideas ; and perhaps the most copious source of these is 
derived from this quarter. Hence the grandeur of earthquakes and 
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baniliig moqntaim; of great eooflagratioos ; of tiie ■tormy oeeaa, 
and OTerflowioir waters; of tempeste of wind; of thunder and light- 
ning ; and of aU the uncommon violence of the elementi. 

2. Nothing is more sublime than mighty power and strength. A 
stream that runs within its banks is a Iwautiiul object; but when it 
rushes down with the impetuosiW and noise of a torrent, it presently 
becomes a sublime one. From uons, and other animals of strengdi, 
are drawn sublime comparisons in poets. A race-horse is looked up- 
on with pleasure ; but it is the war-horse, " whose neck is clothed 
with thunder," that carries grandeur in its appearance, or our idea of 
the animaL 

8. The engagement of two great armies, as it is the highest exertioii 
of human might, combines a variety of sources of the sublime ; and has 
accordingly been always considered as one of tfie most striking and 
magnificent spectacles that can either be presented to the eye, or exhi- 
bited to the imagination in description. 

Example. '' Like Autumn's dark storms, pouring from two echoing 
hills towards each other, approached the heroes : as two dark streams 
from high rocks, meet ana roar on the plain, loud, rough, and dark in 
battle, meet Lochlin and InisfaiL Chief mixes his strokes with chie^ 
and man with man : steel sounds on steel, and helmets are cleft on 
high ; blood bursts, and smokes around : strings murmur on the pol- 
ished ^ew : darts rush along the sky : spears ftll like sparks of flamo 
that gild the stormy face of night. 

'* As the noise of troubled ocean when roll the waves on high, as the 
last peal of thundering heaven ; such is die noise of battle. Though 
Cormacs' hundred ba^s were there, feeble were the voice of an hun- 
dred bards, to seud the deaths to future times ; for many were the 
deaths of the heroes, and wide poured the blood of the valiant" JPVn- 
gal, 

Analyna. Never were images more awfully sublime, employed to 
heighten the terror of a battle. 

393. For the farther illustration of this subject, it is proper 
te remark, that all ideas of the solemn and awfii] kind, and 
even bordering on the terrible, tend greatly to assist the sub- 
lime : such as darkness, solitude, and silence, 

lUtu. 1. What are the scenes of nature that elevate the mind in Iha 
highest degree, and produce the sublime sensation ? Net the gay land- 
scape, the flowery field, or the flourishing city ; but the hoary moun- 
tain, and the soUtary lake ; the aged forest, and the torrent falling 
9ver the rock. 

2. Hence, too, night-scenes are commonly the most sublime. Tho 
firmament, when filled with stars, scattered in such vast numbers, and 
with sueh magnificent profusion, strikes the imagination with a mora 
awful srandeur, than when we view it enlightened with all the splen- 
dour of the sun. 

8. The deep sound of a great bell, or the striking of a great dock, 
are at any time grand ; but when heard amid the silenee and stiUnesi 
oi the nieht, they become doubly so. 

4. Darkness is very commonly applied for adding sublimity to aU 
our ideas of the Deity. " He maketh darkness his pavilion ; he dweU- 
•th in the thick cloud." 

So Milton: 



Qrm^dewr and JShAUmit^. 90t 

- - - >• How (^t ABudtt 

Thick eload^nd dark, doei Heftven'i aU>niliiig Sim . 

Choose to retide, hi* glorj anobscared. 

And. with the majetty of darkness roDM, 

Gicetee his throne. ... Ar. £«t<, Book 11. fH8. 

394. Obscuritt, we are farther to remark, is not unf^ 
Tourable to the sublime. Though it render the object in- 
distinct, the impression, however, may be great; for, as an 
ingenious author has well observed, it is one thing to make 
an idea clear, and another to make it affecting to the ima- 
gination;^ and the imagination may be strongly affected, 
and, in fact, often is so, by objects of which we have no clear 
conception. 

Ultu, Thus we see that almost all the descriptions given us of the 
appearances of supernatural beings, carry some sublimity, though tii& 
conceptions which they afibrd us be confused and indistinct Their 
sublimity arises from the ideas, which they always convey, of superior 
power and might, joined with an awful obscurity. 

Example. We may see this fully exemplified in the following noble 
passage of the Book of Job : ** In thoughts from the visions of the 
night, when deep sleep falleth upon men, fear came upon me, and 
trembling, which made all my bones to shake. Then a spirit passed 
before my face ; the hair of my flesh stood up ; it stood still ; but I 
could not discern the form thereof: an image was before my eyes; 
there was silence ; and I heard a voice — Shall mortal ihan be more 
just than God ?"* 

Scholium. No ideas, it is plain, are so sublime as those taken firoib 
the Supreme Being ; the most unknown, but the greatest of idl objects; 
the infinity of whose nature, and the eternity oi whose duration, join- 
ed with the omnipotence of his power, though they surpass our con- 
ceptions, yet exidt them to the highest. In general, all objects that 
are greatly raised above us, or far removed from us, either in space m 
in time, are ttpt to strike us as great Our viewing them as diroagk 
the mist of custaace or antiqui^, is favourable to Sie impresdoos of 
their sublimity. 

d95. Ajs obscurity, so disorder, toa, is very compatible with 
grandeur ; nay, frequently heightens it. Few things that ar# 
strictly regular, and methodical, appear sublime., 

/Uui. We see the limits on every side : we feel ourselvef confined ; 
there is no room for the mind's exerting any great effort. Exact pro- 
portion of parts, though it enters often Into the beautiful, is much dis- 
regarded in the sublime. A great mass of rocks, thrown together by 
the hand of nature, with wildness and confusion, strikes the mind with 
mpre grandeur than if they had been adjusted to one another vrith th«. 
most accurate symmetry. 

Obs, In the feeble attempts which human art can make towards pro- 
ducing grand objects, (feeble* doubtless, in comparison, with the physi- 
cal powers of nature,) greatoess of dimensions always constitutes a 
principal part No pile of buUding can convey any idea of sublimity, 
unless it be ample and lofty. There i9, toe, in architecture, what is 

♦ Jobir.13. 
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««1M graatiiMB of maimer ; whkh Memt driefly to ariw from pre- 
MDtiiig the (^jeet to us in one full point of vieir ; so that it ahail make 
Iti imprearion whole, entire, and undivided upon the mind. A Gothie 
cathedral raiaes Ideas of g^randeur in our minds, by its size, its height, 
its awful obscurity, its strength, its antiquity, and its durability. 

996. There still remains to be mentioned one class of 

sablime objects^ which may be called the morale or senti^ 

wuntcd subUme ; arising from certain exertions of the human 

mind ; from certain affections, and actions, of our f^ow crear 

tares. 

Bhu. These will be found to be all, or chiefly of that class, which 
comes under the head of magnanimity, or heroism ; and they produce 
an effect extremely similar to what is produced by the riew of srand 
objects in nature; filling the mind with admiration, and elevating it 
above itself. 

ffswflo 1,— Srai«r«0e. Ah ! Warwick, Warwiek, w^rt tboa •■ we an, 
We roif ht recover all our Iom afain. 
The diieeo Trom France toth hroagfet a poiMtDt peww ; 
Even now we heard the jtnw. Ah \ ooaU'et thou fljr ! 
WtrmUu Why then I would not fly. 

Third Part •fJHtmrji VL Jiet V, SceMS. 

wfiM^sit. Such a sentiment from a man expiring of his wounds is 
truly heroic ; and must elevate the mind to Uie greatest height that 
can be done by a single expression.' 

J^xanKfAt 2. Porus, taken prisoner by Alexander, after a gallant de- 
fence, imd asked, How he wished to be treated ? answered^ '* Like % 
Wng." 

3. CsBsar, chiding the pilot, who was afraid to set out with him in a 
ftorm, " Quid times ? Caesarem Tehis,*' is another good instance of 
this sentimental subUme. 

CoroX, Wherever, in some critical 4md high situation, we heboid a 
man uncommonly intrepid, and resting upon himself; superior to pas» 
ilon and to fear; animated by some great principle to the contempt 
(tf popular cminioB, of selfish interest, of dangers, or of death ; there 
we are struck with a sense of the sublime. ^8tt Scholia 2r J3hri» 419.) 

997. High viriue' 18 the most natural and fi^le source of 
this mora] sablimity. Howrever, on some occasions, where 
rirtue either has no place, or is but imperfectly displayed, 
yet if extraordinary vigour and force of mind be discovered, 
we are not insensible to a diegree of grandeur in the tharao- 
ter ; and from the splendid conqueror, or the daring conspi- 
rator, whom we are far &om approving, we cannot withhold 
our aidmiration. 

Exan^le. The sublime in natural, and the sublime in moral objects, 
are brought before us in one view, and compared togeUier, in the fid* 
lowing beautiful passage of Akenside's Pleasures of the ImagLaatioA : 

Look .then abroad through natnre ; to the ranfs 
Of planets, Sana, and adamantine spheres, 
Wheeling, unshaken, through the void immenie ; 
And speak, Oman ! does this eapaeious soene. 
With half that kindling majaety, dilate 
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Thv stftiaf ooDoeptiOQ, as vheii 9n|tiif TOM 
Kefttlgent, from the stroke of Cassar's fate, 
Amid the crowd of patriott': and hia arm 
Aloft extending, like oteraal Jove^ 
Wlioa guilt brttifa down the thunider, eallM alood 
On Tufly'a name, and shook hi* crimwa iteel, 
And hade tfie father of his country hail! 
For lo I tiie tyrant prostrate on the dost ; 
And Rome again is free. BopkJ. 

S^iolia. 1. We havd now enumerated a variety of instances, botii in 
Inanimate objects and in human li/e, where the sublime appears. In 
all these instances, the emotion raised in us is of the same kind, al- 
though the objects that produce the emotion be of widely different kinds 

2. A question next arises, whether we are able to discover some one 
fandamental quality, in which all these, different objects agree, and 
which is the cause of their producing an emotion of the same nature in 
our minds ? Various hypotheses have been formed concerning this. 

3. Some have imagined that amplitude or great extent, joined with 
simplicity, is either immediately, or remotely, the fundamental quality 
of whatever b sublime ; but we have seen that amplitude is confined 
to one species of sublime objects ; and cannot, without violent strain- 
ing, be applied to them all. 

4. Again, terror has been supposed the source of the sublime, and 
that no objects have this character but such as produce impressions of 
pain and danger. It is indeed true, that many terrible objects are high- 
ly sablime ; and that grandeuf does not refhse an alliance with the idea 
of danger. But then this seems to stretch the theory too far ; for tho 
sublime does not consist wholly in modes of danger, or of pain. The 
proper sensation of sublimity appears to be distinguishable from the 
sensation of either of these ; and, on sevc^ral occasions^ to be entirely 
separated from them. 

6. In many grand objects, there is no' coincidence with terror at 
all ; as in the magnificent prospect of wide extended plains, and of the 
starry firmament; or in the moral dispositions and. sentiments, which 
"we view with high admiration ; and in many painnil and terrible ob- 
jects also, it is clear, there is no sort of grandeur. The amputation of a 
limb, or the bite of a snake, are exceedingly terrible ; but are destitut* 
of all claim whatever to sublimity. 

6.. Mighty /bree or power, whether accompanied with terror or not, 
whether employed in protecting or in alarming us, has' perhaps a better 
title than any thin|; that has yet been mentioned, to be the fundamental 
quality of the subhme ; as, after the review which we have taken, there 
does not occur any sublime object, into the idea of which power, or 
itrength, or force, does not enter, either directly, or, at least, intimately 
MBOciated with the idea, by leading our thoughts to some astonishing 
power, as concerned in the production of the object 



CHAPTER V. 

THE SUBLIME^ IN WRITING. 



398. HAVING treated of grandeur or sublimity in a> 
l«nui/ objects, the way seems now to b^ cleared, fi)r treating^ 
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with more advantage, of the description of such objects ; or 
of what is called the subKme in writing. The foondation of 
the sublime in composition, must always be laid in the nature 
of the object described. 

Hhu. 1. Unlets it be such an object ui» if presented to our eyes, if 
exhibited to us in reality, would raise ideas ot that elerating, that aw- 
fiil» and magnificent kind, which we call sublime ; the description, how- 
ever finely drawn, is not entitled to come under tiiis class. Tlids ex* 
dudes all objects that are merely beautiful, gay, or elegant 

2. In the next place, the object must not only, in itself, be sub- 
lime, but it must be set before us in such a light as is most proper to 
give us a clear and full impression of.it; it must be described with 
strength, with conciseness, and simplicity. This depends principally 
upon the lively impression which the poet, or orator, has of the object 
which he exhibits ; and upon his being deeply affected and warmed by 
the sublime idea which he would convey^ If his own feeling be lan- 
guid, he can never inspire us with any strong, emotion. Instances, 
which are extremely necessary on this subject, will clearly show the 
importance of all the requisites which we have just now mentioned. 

399. It is, generally speaking, among the most ancient 
authors, that we are to look for the most striking instances 
of the sublime. The early ages of the world, and the rude, 
unimproved state of society, are peculiarly favourable to the 
strong emotions of sublimity. 

Bhu. The genius of men is then much turned to admiration and as- 
tonishment. Meeting with many objects, to them new and strange9 
their imagination is kept glowing, and their passions are often raised to 
the utmost. They think and express themselves boldly, and wiUioat 
restraint. In the progress of society, the genius and manners of men 
undergo a change more favourable to accuracy, than to strength or 
sublimity. {See Art. 31 and. 32.) 

400. Of all writings, ancient or modern, the sacred Scrip- 
tures afford us the highest instances of the sublime. The 
descriptions of the Deity, in them, are wonderfully noble; 
both from the grandeur of the object, and the manner of ref^ 
resenting it. 

Example 1. What an assemblage, for instance, of awful and sublinM 
ideafl, is presented to us in that passage of the 18th Psalm, where an 
appearance of the Almighty is described ! 

2. " In my distress I called upon the Lord ; he heard my voice out 
•f hb temple, and my cry came before him. Then the earth shook and 
trembled ; the foundations also of the hills were moved ; because he wte 
wroth. He bowed the heavens and came down, and darkness was un- 
der his feet; and he did ride upon a cherub, and did ffy ; yea. he did 
fly upon the winffs of the wind. He made darkness his secret place ; 
his pavilion round about him were dark waters, and thick clouds of the 
sky." 

Analysis. Here, agreeably to the principles established in Chaptev 
IV., (Art. 394.) we see with what propriety and success the circun^ 
stances of darkness and terror are applied for heightening tiie suUiiB^. 
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Example 3, So, also, the prophet Habakkak, in a similar passage; 
** He stood and measured the earth ; he beheld, and drove asunder the 
nations. The everlasting mountains were scattered ; the perpetual 
hills did bow ; his ways are everlasting. The mountains saw thee ; 
and they trembled. The overflowing of the water passed by. The 
deep uttered his voice, and lifted up ms hands on high." 

4. There is a passage in the Psalms, which deserves to be mention- 
ed under this head. *' God stilleth the noise of the seas, the noise of 
their waves, and the tumults of the people." 

JineUysU. The joining together two such grand objects, as the rag- 
ing of me waters, and the tumults of the people, between which there 
is so much resemblance as to form a very natural association in the fan- 
cy, and the representing them both as subject, at one moment, to the 
command of Grod, produces a noble effbct. 

401. Homer ia a poet, who, in all ages, and by all critics, 
has been greatly admired for sublimity ; and he owes much of 
his grandeur to that native and unaffected simplicity, which 
characterizes his manner. 

lUus. His descriptions of hosts engaging ; the animation, the fire, and 
rapidity, Which he throws into his battles, present, to every reader of the 
Iliad, frequent instances of sublime writing* His introduction of the 
sods, tends often to heighten, in a high degree, the majesty of his war^ 
uke scenes. 

Example 1. Hence Longinus bestows such high and just commen- 
dations on that passage in the 15th Book of the Iliad, where Neptune, 
when preparing to issue foi*th into the engagement, is described ae 
shaking the mountains with his steps, and driving his chariot along the 
ocean. 

2. Minerva, arming herself for fight, in the 5th Book ; and Apollo, 
in the 15th, leading on the TrOjans, and flashing terror with his legis 
on the face of the Greeks ; are similar instances of great sublimity ad- 
ded to the description of battles, by the appearances of those celestial 
beings. 

8. In the 20th Book, where all the gods take part in the engage- 
ment, according as they severally favour either the Grecians or me 
Trojans, the poet's genius is signally displayed, and the description 
rises into the most awful magnificence. . All nature is represent^ as 
in commotion. Jupiter thunders in the heavens ; Neptune strikes the 
earth with his trident ; the ships, the city, and the mountains shake ; 
the earth trembles to its centre ; Pluto starts from his throne, in dread, 
lest the secrets of the infernal regions should be laid open to the views 
of mortals. 

402. The works of Ossian abound with examples of the 
sublime. The subjects of which that author treats, and 
the manner in which he writes, are particularly favourable 
to it. 

lUus. He possesses all the plain and venerable manner of the an- 
cient times. He deals in no superfluous or gaudy ornaments; but 
throws forth his images with a rapM conciseness, whidi enables them 
to strike the mind with the greatest force. Among poets of more polished 
times, we are to look for the graces of correct writing, fbr just propor- 
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Hon of p«rti» and lUUully conducted narration. In the midst of smiling 
■cenery and pleasarable themes, the gay and the beautiful will appear, 
undoubtedly, to more advantage. But amidst the rude scenes of nature 
and of society, such as Ossian describes ; amidst rocks, and torrents, and 
whirlwinds, and battles, dwells the sublime ; and there it naturally asso- 
dates itself with that grave and solemn spirit, which distinguishes the 
author of Flngal. 

403. Conciseness and simplicity are essential to sublime 
writing. Simplicity is opposed to studied and profuse ornar 
ment ; and conciseness, to superfluous expression. 

iZZtM. We shall now explain why a defect, either in conciseness or 
simplicity, is hurtful, in a peculiar manner, to the sublime. The emo- 
tion occasioned in the mind by some great or noble object, rabes it con- 
siderably above its ordinary pitch. A sort of en^usiasm is produced, 
extremely agreeable while it lasts ; but from which the mind is tend- 
ing every moment to fall into its ordinary situation. Now, when an 
. author has brought us, or is attempting to bring us, into this state, if he 
multiplies words unnecessarily, if he decks the sublime object which 
he presents to us, round and round, with glittering ornaments; nay, if 
he throws in any one decoration that sinks in the least below the capi- 
tal image, that moment he alters the key ; he relaxes the tension of the 
mind ; the strength of the feeling is emasculated ; the beautiful may 
remain, but the sublime is gone. 

Example 1. When Julius Cesar said to the pilot, who was afraid to 
put to sea with him in a storm, " Quid times ? Caesar^m vehis ;" (Ex- 
ample 8, Art. 896.) we are struck with the daring magnanimity of one 
relying with such confidence on his cause and his fortune. These few 
words convey every thing necessary to give us the impression fuU. 

2. Lucan resolved to amplify and adorn the thought. Observe how, 
every time he twists it round, it departs farther from the sublime, till it 
end at last in tumid declamation. In Rowe*s translation the passage 
runs thus: 

But Caaaar, still raperiorto dittreti, 
FMrlcM, and confidant of tore inooeii, 
Thas to the pilot loud :~The was deqHM, 
And the vain threatening of the noiay skiee : 
Though ffoda deny thee yon Auaonian strand, 
Yet ^, I charge you, go at my command. 
Thy isnoranoe alone can cause thy ftan, 
Thou Icnow'st not what a freight thy veesel bean : 
ThoQ know'st not I am he to whom 'tis given 
Never to want the care of watchful heaven. 
Obedient fortune wai{p my humble thrall, 
And, always ready, com^ before I call. 
Let winds, and seas, loud wars at freedom wage. 
And waste upon themselves their empty rage } 
A stronger, mightier demon is Uiy finend, 
Thou and thy bark on Caasar's fate depend. 
Thou stand'st amazed to view this dreadfiil scene, 
^ And wonder'st what the gods and Fortune mean : 
But artfblly their bounties thus they raise. 
And from mv danger arrogate new praise : 
Amidst the fears of death they bid me live, 
And still enhance what they are sure to give.*'* 



* Bpone minaa, inquit pelagi, ventoQoe Airenti 
Trad^ sinnm : Italiam, s|, eoelo auetore, lecusaa, 
lle,pele. Sola tlU causa hsM est jutta timoris 
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404. On account of the great importance of simplicity 
and conciseness, rhyme, in English verse, if not inconsistent, 
with the sublime, is at least very unfavourable to it. The 
constrained elegance of this kind of verse, and studied 
smoothness of the sounds, answering regularly to each oth- 
er at the end of the line, though they be quite consistent with 
gentle emotions, yet weaken the native force of sublimity ; 
besides, that the superfluous words which the poet is oflen 
obliged to introduce in order to fill up .the rhyme, tend far- 
ther to enfeeble it. . 

Example. Homer's description of the nod of Jupiter, as shaking th« 
heavens, has heen admired in all ages as highly sublime. Literally 
translated, it runs thus : " He spoke, and bendmg his sable btows, gave 
the awful nod ; while he shook the celestial loc& of his immortal, head, 
all Olympus was shaken." 

Pope translates it thus : 

He spoke ; and awful bends his sable browa, 
Shaken his ambrosial curls, and gives the nod, 
The atamp of fate, and sanction of a god. 
High heaven with trembling the dread signal tookf 
^ And all Olympus to its centre abook. 

• Analysis. The ima^e is spread out, and attempted to be beautified ; 
but it is, in truth, weakened. The third line — ** The stamp of fate, and 
sanction of a god,'* is merely repletiye ; and introduced for no other 
reason but to nil up the rhyme ; for it interrupts the description, and 
clogs the image. For the same reason, out of mere compliance with 
the rhyme, Jupiter is represented as shaking his locks before he gives 
the nod ; — ^' Shakes his ambrosial curls, and gives the nod," which If 
trifling, and without meaning. Whereas, in the original, the hair of 
his head shaken, is the effect of his nod, and makes a happy picturesque 
circumstance In the description.* 

405. The boldness, freedom, and variety of our blank verse, 
are infinitely more favourable than rhyme can be to all kinds 
of sublime poetry. The fullest proof of this is afforded by 
Milton ; an author whose genius led him eminently to the 
sublime. The whole first and second books of Paradise Lost, 
are continued instances of it. 

Example. - Take only for an example, the following noted descrip- 
tion of Satan, after his fall, appearing at the h^ad of the infernal hosts : 

Vietorem non poeae tuum ; quem numina nnDquam 

Destitount *, de quo male tunc Fortuna meretar 

Cum post votB venit. Mediae perrumpe procellas 

Tuteu, McarriheSL' Goeli iate fretique 

Non piippia nostrsB labor est. Hanc Cnsare preoant 

A fluctu defbndet onns ; nam proderit undii 

Iste ratis : duid tanta stra|[e paratur 

Ignoras ; qunrit pelagi coelique tamnltn 

Quid prestet fortuna mihi. — Phars, V. 578. 

* See Webb on the Beautiea of Poetrjr. 
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.... Be, above the rest, 
In ibape and gestiue proudly eminent, 
I Stood like a tower : hit form had not yet kit 

All her orif inal brightness, nor appeared 
I^ss than archangel ruined, and the exoeii 
Of glory obacured : as when the sun, new riaen, 
Looks through the horizontal misty air, 
0hom of hiaheams ; or, from behind the moon. 
Id dim eelipae, disastrous twiltcht sheds 
On half the nations, and with fear of change 
Perplezea monarchs. Darkened so, yet shone 
Above them all, th' archangel. . - - - 

Anahftis. Here concur a variety of sources of fhe sublime ; the 
principal object eminently great ; a high superior nature, fallen indeed, 
out erecting itself against distress ; the grandeur of the principal object 
heightened, by associating it with so noble an idea as that of the sun 
•uffering an eclipse ; this picture, shaded with all those images of change 
and trouble, of darkness and terror, which coincide so ^nely with the 
niblime emotion ; and the whole expressed in a style and versificatioB, 
easy, natural, and simple, but magnificent. 

406. Simplicity and conciseness are essential to sublime 
in writing ; (Art 403.) but strength is another necessary 
requisite. The strength of description arises, in a great 
measure, from a simple conciseness ; but it supposes, also, 
something more ; namely, a {H'oper choice of circumstances 
in the description, so as to exhibit the object in its full and 
most striking point of ?iew. 

JShA. 1. For every object has several faces, so to speak, by which it 
may be presented to us, according to the circumstances widi which it 
may be surrounded ; and it will appear eminently sublime, or not, in 
proportion as all these circumstances are happily chosen, and of a su^ 
ume kind. Here lies the great art of the writer : and, indeed, the 
great difficulty of sublime description. If tiie description be too gener- 
al, and divested of circumstances, the object appears in a faint light; it 
makes a feeble impresslpn, or no impression at all, on the reader. At 
the same time, if any trivial or improper circumstances are mingled^ 
the whole is degraded. 

2. A storm or tempest, for instance, is a suUime object in nature. 
But, to render it sublime in description, it is not enough, either to give us 
mere general expressions concerning the violence of die tempest, or to 
describe its common vulgar effects, in overthrowing trees and houses^ 
It must be painted with such circumstances as fill the mind with great 
and awful ideas. 

Example, This is very happily done in the following passage. 

The Father of the gods his glory shrouds. 
Involved in temj^sts, and a night of clouds : 
And from the middle darkness flashing out, 
"Bj fits be deals his fiery bolts about, 
liarth feels the motions of her angry God, 
Her entrails tremble, and her mountains nod. 
And flying beasti in forests seek abode.. 
Deep horror seizes every human breast ; 
Their pride is humbled, and their fears confest : 
While he flrom high his rolling thunder throws. 
And fires the mountains with repeated blowe \ 
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The rocks are frcHii thfiir old foandatiopi-rant ; 

The >TiQds redouble, aocl the raina augment.* Dryden, 

Analysis. Every circumstance in this noble description is the por- 
duction of an imagination heated and astonished with the grandeur of 
the object. ^ 

407. The sublime depends upon a just selection of cir- 
cumstances ; and great care, in writing, that every circum- 
stance be avoided, which, by bordering in the least upon the 
mean, or even upon the gay or the trifling, might alter tho 
tone of the emotion. 

nius. 1. The proper sources of th6 sublime are to be looked for^very 
where in nature. It is not by hunting after tropes and figutes, 
and rhetorical assistances, that we can expect to produce it. No : it 
stands clear for the most^part of these laboured refinements of art. It 
must come unsought, if it comes* at all ; and be the natural ofllpring of 
a strong imagination. 

£st Doos in nobis ; agitante calesimus illo. 

%. Wherever a great and awful ol]ject is preserited \^ nature, era 
very magnanimous and exalted affection of the human mind is dis- 
played ; thence, if you can catch the impression strongly, and exhibit 
it warm and glowing, you may draw the sublime. These are its only 
proper sources. In judging of any striking beauty in composition, 
whether it is or is not to be referred to this class, we must attend to 
the nature of the emotion which it raises ; «nd only if it be .of that ele- 
vating, solemn, and awful kind, which distinguished tiiis feeling, we 
can pronounce it sublime. 

Sekolium. From the account which has been given of the nature of 
the sublime, it clearly follows, that it is an emotion which can never 
be long protracted. The mind, by no force'^of genius, can be kept, for 
any considerable time, so far raised above its common tone ; but wiU, 
of course, relax into its ordinary situation. Neither are the abilities of 
any human writer sufficient to furnish a l(mg continuation of uniilter- 
rupted sublime ideas. The utmost we can expect, is, that this fire of 
imagination should sometimes flash upon us like lightning from heaven, 
and then disappear. In Homer and Milton, this effulgence of genius 
breaks forth more frequently, and with greater lustre, uian in most au- 
thors. Shakspeare also rises often into the true sublime. But no author ' 
whatever is sublime throughout Some, indeed, there are, who, by 
a strength and dignity In their conceptions, and a current of high ideas 
that runs through their whole composition, preserve the reader's mind 
always in a tone nearly allied to the sublime ; for which reason they 
may, in a limited sense, merit the name of continued sublime writers ; 
and in t|iis class we may justly place Demosthenes and Plato. 

408. As for what is called ike sublime style^ it is,. for the 
most part, a very bad one ; and has no relation whatever to 
the real sublime. 

* Ipse Pater, medift, nimboram in nocte, coriuca 
Falmina molitur dextr& ; qao maxima motu 
Terra tremit ; fu^re fern ; et nnortaiia corda 
Per gentes huroHu ttravit pavor : ille flagranti 
Aut Atho, aut RodopeD, aut'alta Cerauota t«k> 
Dejiciu— - 0ier«i /• 

19» ' 
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IQut. PenofDB are apt to ima^e that magnificent words, accumatat- 
ed epithets, and a certain swelhng kind of expression, by rising aboT« 
what is usual or vulgar, contributes to the sublime ; nay, eren forms 
this style. Nothine can be more false. In all the instances of sublime 
writing, which we have siven, nothine of this kind appears. 

^beomfiJe. ** God said. Let there be Bght, and there was light'* 

jSnalytU, This is striking and sublime. But put it into what is com- 
monly called the sublime style : "The sovereign Arbiter of nature^ by 
the potent energy of a single word, commanded the light to exist ;" 
and, as Boileau has well (mservcd, the style indeed is raised, but the 
thought is fallen. 

Carol, 1. In general, in all good writing, the sublime lies in the 
tiiousht, not in tne words : and when the thought is truly noble, it will, 
lor me most part, cbthe itself in a native dignity of language. The 
sublime, indeed, rejects mean, low, or trivial expressions ; but it is 
equally an enemy to such as are turgid. The main secret of being 
suoHme is to say great thinn in few and plain words. 

2. It will be found to hold, without exception, that the most sublime 
autibors are the simplest in their style ; and wherever you find a writer, 
who aflfects a more than ordinary pomp and parade of words, and is al- 
ways endeavouring to magnify his subject by epithets, there you may 
immediately suspect, that, feeble in sentiment, he is studying to sup-, 
port himself by mere expression. 

409. The same unfavourable judgment we must pass on 
all that laboured apparatus with which some writers intro- 
duce a passage or description, which they intend shall be 
sublime ; calling on their readers to attend, invoking their 
muse, or breaking forth into general, unmeaning exclama- 
tions, concerning the greatness, terribleness, or majesty of the 
object, which they are to describe. 

Example, Addison, in his Campaign, has fallen into an error of this 
kind, when about to describe the batue of Blenheim : 

Bat O ! mj Muse ! what namberi wilt thoo &»d 
To ling tlM furious troops ia battle joined f 
MethinKs I hear the drum's tumultuous foond, 
The victor's shouts, and dyiag groans, confound { Aeo. 

Analyfis. Introductions of this kind, are a forced attempt in a writer 
to spur up himself and his reader, when he finds his imagination be- 
gin to flag. It is like taking artificial spirits in order to supply the want of 
such as are natural. By this observation, however, it is not meant to 
pa^ a general censure on Addison^s Campaign, which, in several pla- 
ces, is for from wanting merit ; and, in particular, the noted comparison 
of his hero to the angel who rides in the whirlwind, and directs the 
storm, is a truly sublime image. 

410. The faults opposite to the sublime, are chiefly two ; 
first, the frigid; and, secondly, the bombast, 

JOui, 1. The frigid consists in degrading an object, or sentiment, 
which is sublime in itself, by our weak conception of it ; or by our 
weak, low, and childish description of it. This betrays entire absence, 
or, at least, great poverty of genius. (See JirL 204.) 
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2. Bombast lies in forcing an ordinary or trivial object out of its rank, 
and endeavouring to raise it into the sublime ; or in attempting to ex- 
alt a sublime object beyond all natural and reasonable bounds. Into 
this error, which is but too common, writers of genius may sometimes 
fall, by unluckily losing sight df the true point of the sublime. Thia 
is also called fustian, or rant. Shakspeare, a great but incorrect gen- 
ius, is not unexceptionable here. Dryden and Lee, in their trage- 
dies, abound with it. {See Chapter VIIL Book IIL) 



CHAPTER VI. 

BEAUTY, AND OTHER PLEASURES OF TASTE. 

411. BEAUTY, next to sublimity, affords, beyond doubt, 
the highest pleasure to the imagination. The emotion which 
it raises, is very distinguishable from that of sublimity. It 
is of a calmer kind ; more gentle and soothing ; it does not 
elevate the mind so much, but produces an agreeable sereni- 
ty. Sublimity raises a feeling too violent to be lasting : the 
pleasure arising from beauty admits of longer continuance. 
It extends also to a much greater variety of objects than 
sublimity; to a variety indeed so great, that the feelings 
which beautiful objects produce, differ considerably, not in 
degree only, but also in kind, from one another. Hence, no 
word in the language is used in a more vague signification 
than beauty. 

lUus. It is applied to almost every external object that pleases the 
eye or the ear ; to a great number of the eraces of writing ; to many dis- 
positions of the mind; nay, to several objects of mere abstract science. 
We talk currently of a beautiful tree, or flower ; a beautiful poem ; a 
beautiful character ; and a beautiful theorem in mathematics. 

Scholia. 1. Hence we may easily perceive, that, among so great a va- 
riety of objects, to find out some one quality in which they all agree, 
and which is the foundation of that agreeable sensation they all raise, 
mu^t be a very difficult, if not, more probably, a Tain attempt. 

2. Objects, denominated beautiful, are so different, as to please, not 
in virtue of any one quality common to them all, but by means of sev- 
eral different principles in human nature. The agreeable emotion 
which they all raise, is somewhat of the same nature ; and, therefore, 
has the common name of beauty given to it ; but it is raised by dififer- 
ent causes. 

412. Hypotheses, however, have been framed by ingenious 
men, for assigning the fundamental quality of beauty in all 
objects. In particular, uniformity amidst variety ^ has been 
insisted on as this fundamental quality. This accounts, in a 
satisfactory manner, for the heauty of many figures. 
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JUu$. But when we endeavour to apply this principle to beantSfol 
objects of tome other kind, as to colour, for instance, or motion, we 
shall soon find that it has no place* And eyen in external figured ob- 
jects, it does not hold that their beauty is in proportion to their mix- 
ture 'of variety with uniformity; seeing many please us as highly 
beautiful, which have scarcely any variety ; and others, which are va- 
rious to a degree of intricacy. 

Obs. Laying systems of this kind, therefore, aside r we propose to 
give an enumeration of several of those classes of objects in which 
beauty most remarkably appears ; and to point out, as far as the 
limits of this work will admit, the separate principles of beauty in each 
of them. 

413. Colour affords, perhaps, the simplest instance of 
/ beauty, and therefore the fittest to beffin with. Here,' nei- 
; ther v^iety nor uniformity, nor any other principle, can per- 
y haps be assigned, as the foundation of beauty. 

lUut, 1. We can refer it to no other cause except the structure of 
the eye, which determines us to 'receive certain modifications of the 
rays of light with more pleasure than others. And we see according- 
ly, that, as the organ of sensation varies in different persons, they have 
their different favourite colours. It is probable, uiat association of 
ideas has influence, in some cases, on the pleasure which we receive 
from colours. 

Example. Green, for instance, may appear more beautiful, by being 
eonnected in our ideas with rural prospects and scenes ; white, with 
innocence ; blue, with the serenity of the sky. 

JUua. 2. Independent of associations of this kind, all that we can 
farther observe concerning colours, is, that those chosen foi beauty 
are, generally, delicate rather than glaring. 

Example. Such are those paintings with which nature bath orna- 
mented some of her works, and which art strives in vain to imitate ; 
as the feathers of several kinds of birds, the leaves of flowers, and the 
fine variation of colours exhibited by the sky at the rising and setting 
of the sun. 

Corol. These present to us the highest instances of the beauty of 
colouring ; and have accordingly been the favourite subjects of poeti- 
cal description in all countries. 

414. From colour we proceed to figure, which opens to 
us forms of beauty more complex and diversified. 

415. Regularity of figure first occurs to be noticed as a 
source of beauty. 

Blus. 1. By a regular figure, is meant, one which we perceive to be 
formed according to some certain rule, and not left arbitrary, or loose, 
in the construction of its parts. 

Example. Thus, a circle, a sf|uare, a triangle, or a hexagon, pleases 
the eye, by its regularity, as a beautiful figure. 

Mtd-^sia. We must not, however, conclude, that all figures please in 
proportion to their regularity ; or that regularity is die sole, or the 
chief foundation of beauty in figure. On the contrary, a certain 

graceful variety is found to be a much more powerful principle of 
eauty ; and is therefore studied a great deal more than regularity, ha 
V all works that are designed to please the eye* 
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Hhis. 2. Regularity appears beautiful to us, chiefly, if not only, on 
account of its suggesting the ideas of fitness, propriety j and tmc — qual- 
ities which have always a ereater connection with orderly and pro* 
portioned forms, than with those which appear not constructed accord- 
ing to any certain rule. It is clear that Nature, who is undoubtedly 
the most graceful artist, hath, in all her ornamental works, pursued 
variety, with an apparent neglect of regularity. 

Examples, Cabinets, made after a regular form, in cubes, doors, and 
windows, constructed in tiie form of parallelograms, with exact 
proportion of parts, by being so formed, please the eye : the reason is 
obvious 5 being works of use, they are, by such figures, the better suit- 
ed to the ends for which they were designed. But plants, flowers, and 
leaves, are full of variety and diversity. A straight canal is an insipid 
figure, in comparison of the meanders of rivers. Cones and pyramids 
are beautiful ; but trees, growing in their natural wildness, are infi- 
nitely more beautiful than when trimmed into pyramids and cones ; 
as is the fashion, for instance, in almost all gardens and pleasure- 
grounds. The apartments of a house must be regular in their disposi- 
tion, for the conveniency of its inhabitants ; but a g^arden, which is de- 
signed merely for beauty, is exceedingly disgusting, when it has as 
much uniformity and order in its parts as a dwelling-house.* 

416. Hogarth, in his Analysis of Beauty, has observed, 
that figures, bounded by curve lines, are, in general, more 
beautiful than those bounded by straight lines and angles. 

Rlus. He pitches upon two lines, on which, according to him, the 
beau.ty.of figure principally depends; and he has illustrated and sup- 
ported his doctrine, by a surprising number of instances. 

Example 1. The one is tiie waving line, or a curve bending back* 
wards and forwards, somewhat in the form of the letter S. 

Analysis. This he calls the line of beauty ; and shows how often it is 
fbund in shells, flowers, and s^ch other ornamental works of nature ; 
and how common it also is in the figures designed by painters and 
sculptors, for the purpose of decoration. 

Example 2. The other line, which he calls the line of gr€iee, is the 
former waving curve, twisted round some solid body. The curling 
worm of a common jack is one of the instances he gives of it. Twist- 
ed pillars, and twisted horns, also exhibit it. 

Analysis. In all the instances which he mentions, variety plainly ap- 
pears to be so material a principle of beauty, that ho seems not to err 
much, when he defines the art of drawing pleasing forms, to be the art 
of varying well. For the curve line, so much the favourite of paint- 
ers, derives, acc4>rding to him,- its chief advantage, from its perpetual 
bending and variation from the stiff regularity of the straight line. 

• 417. Motion furnishes another source of beauty, distinct 
fi-om figure. Motion of itself is pleasing ; and bodies in mo- 
tion are, " c<eteris paribus/' preferred to those in rest. It is, 
however, only gentle motion that belongs to the beautiful ; 
for, when it is very swift, or very forcible, such as that of a 
torrent, it partakes of the sublime. {JUus. 2. Art. 393.) 

I ■ ' ■ .111! If I I.I .— .— i— 

* Sm Lord KamM' EJaments of CritiebiD, rol. ii. ehap. 84. 
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Example I. The motion of a bird ^tidin^ throagh the air is ez- 
' tremely beautiful ; the swiftnew with w%ich lightning darts through the 
heavens is magnificent and astonishing. 

Ob$. And here it is proper to observe, that the sensations of sublime 
and beautiful are not always distinguished by very distant boundaries ; 
but are capable, in several instances, of approaching towards each 
other. 

Example 2. Thus, a smooth running stream is one of the most beau- 
tiful objects in nature : as it swells gradually into a great river, the 
beautiful, by degrees, is lost in the sublime. 

3. A youne tree is a beautiful object ; a spreading ancient oak is a 
venerable and a grand one. 
) ^^4. The calmness of a fine morning is beautiful; the universal still- 
Dess of the evening is highly sublime. 

Illus, But, to return to the beauty of motion, it will be found to holc^ 
very generally, that motion in a straight line is not so beautiful as in 
an undulating, waving direction ; and motion upwards is commonly* 
too, more agreeable than motion downwards. 

Example 5. The easy curling motion of flame and smoke may be 
instanced, as an object singularly agreeable ; and here Mr. Hogarth's 
waving line recurs upon us as a principle of beauty. 

Corol. That artist observes, "^er^ ingeniously, that all the common 
and necessary motions for the busmess of life, are performed by men 
In straight or plain lines ; but that all the graceful and ornamental 
movements are made in waving lines ; an observation not unworthy of 
being attended to, by all who study the grace of gesture and action. 

418. Though colour yjlgure, and motion, be separate prin- 
ciples of beauty; yet, in many beautiful objects, they all 
meet, and thereby render the beauty both greater and moae 
complex. 

Example 1. Thus, in flowers, trees, and animals, we are entertiuned 
at once with the delicacy of the colour, with the gracefulness of the 
figure, and sometimes, also, with the motion of the object. 

Afudyaia. Although each of these produces a separate agreeable sen- 
sation, yet they are of such a similar nature, as readily to mix and 
blend in one general perception of beauty, which we ascribe to tha 
whole object as its cause ; for beauty is always conceived by us as 
something residing in the object which raises the pleasant sensation ; 
a sort of glory which dwells upon it, and that invests it. 

Example 2. Perhaps the most complete assemblage of beautiful ob- 
jects that can any where be found, is presented by a rich natural land- 
scape, where there is a sufficient variety of objects ; fields in verdure, 
scattered trees and flower, running waters, and animals grazing. 

Analysis. If to these be joined some of the productions of art which 
sttit^uch a scene, as a bridge with arches over a river, smoke rising 
from cottages in ^e midst of trees, and the distant view of a fine build- 
ing seen, at the same time, with the rising sun ; we then enjoy, in tbo 
highest perfection, that gay,, cheerful, and placid sensation wmch char- 
acterizes beauty. 

Corol. To have an eye and a taste formed for catching the pecuUaf 
beauties of such scenes as these, is a necessary requisite for all who at- 
tempt poetical descripti6n. ■ 
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419. The htixuty of the human eountenance is more com- 
plex than any that we have yet considered. It includes the 
beauty oftolour, arising from the deKcate shades of the con^ 
plexion ; and the beauty of figure, arising from the Unes 
which form the different features of the face. But the chief 
beauty of the countenance depends upon a mysterious ex« / 
pression, which it conveys, of the qualities of the mind ; of 
good sense, or good humour ; of sprightliness, candour, be-r' 
nevolence, sensibility, or other amiable dispositions. 

Analysis, How it comes to ^ass, that a certain conformation of fea- 
tures is connected, in our idea, with certain moral qualities ; whethei 
we are taught hy instinct, or by experience, to form this connection^ 
and to read the mind in the countenance, belongs not to us now to in- 
quire, nor is it indeed easy to resolve. The fact is certain, and ac- 
knowledged, that what gives the human countenance its most distin- 
guishing beauty, is what is called its expression ; or an image, which 
it is conceived to shew, of internal moral dispositions. 

Scholia 1. This leads us to observe, that there are certain qualities ^ 
of a mind, which, whether expressed in the countenance, or by words, 
or by actions, always raise in us a feeling simUar to that of beauty. 

2. There are two great classes of morS qualities ; one is of the high > 
and the great virtues, which require extraordinary effi)rts, and turn 
upon dangers and sufferings ; as heroism^ magnanimity , contempt of / 
pleasures, and contempt of death. These excite in the spectator an 
emotion of sublimity and grandeur. {IlPus. Art, 396.) ^ 

3. The other class is generally of the social virtues, and such as am 
of a softer and gentler^ kind; as compassion, mildness, friendship 
and generosity. These raise in the beholder a sensation of pleasure, 
80 much akin to that produced by beautiful external objects, that, 
though of a more dignified nature, it may, without impropriety, be 
classed under the same head. 

430. A species of beauty, distinct from any that we have 
yet mentioned, arises from design, or art ; or^ in other words, 
from the perception of means being adapted to an end; or 
the parts of any thing being well fitted to answer the design 
of the whole. 

Ittus, When, in considering the structure of a tree, or a plant, wo 
ebserve how all the parts, the roots, the stem, the bark, and the leaves, 
are snited to the growth and nutriment of the whole ; much move 
when we survey Si the parts and members of a living animal ; or 
when we examine any of the curious works of a^t, such as a clock, 
a ship, or any nice machine; the pleasure we have in the survey 
is wholly founded on this sense of beauty. It is altogether diffi)r> 
ent from the perception of beauty produced by colour, figure, variety, 
or any of the causes formerly mentioned. 

Analysis, When you look at a watch, for instance, the case of it, tf 
finely engraved, and of curious workmanship, strikes you as beautiful 
in the former sense ; bright colour, exquisite polish, figures finelv rai^ 
ed ami turned. But when you examine the spring ana the wheeu, and 
examine the beauty of the internal machinery; your pleasure then 
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uites wholly from Uie Tiew of that admirable art, with which so many 
various and complicated parts are made to unite for one purpose. 

421. This sense of beauty in fitness and design, has an 
extensive influence over many of our ideas. It is the foun- 
dation of the beauty which we discover in the proportion of 
doors ^ winebws, arches, piUars, and all the orders of architec' 
ture, 

IUu9 1. Let the ornaments of a building be ever so fine, and elegant 
in themselves, yet, if ttiey interfere with this sense of fitness and demgn, 
they lose their beauty, and hurt the eye like disagreeable objects. 

2. Twisted columns, for instance, are undoubtedly ornamental ; but, 
as they have an appearance of weakness, they always displease when 
they are made use of to support any part of a building that is massy, 
and that seems to require a more substantial prop. 

8. We cannot look upon any work whatever, without being led, by 
a natural association of ideas, to think of its end and design, and of 
course to examine the propriety of its parts, in relation to this design 
and end. When their propriety is clearly discerned, the work seemfl 
always to have some beauty ; but when there is a total want of pro- 
priety, it never fails of appearing deformed. 

4. Our sense of fitness and design, therefore, is so powerful, and 
holds so high a rank among our perceptionA, as to regulate, in a great 
measure, our other ideas of beauty. This observation is of the utmost 
importance, to all who study composition. For, in an epic poem, a 
history, an oration, or any work of genius, we always require, as we do 
in other works, a fitness, or adjustment of means, to the end which the 
author is supposed to have in view. Let his descriptions be ever so 
j-Kch, or his figures ever so elegant ; yet, if they are out of place, if they 
are not proper parts of that whole, if they suit not the main design, 
they lose all their beauty ; nay, from beauties they are converted into 
deformities. Such power, has our sense of fitness and congruity, to 
prod\ice a total transformation of an object whose appearance other- 
wise would have been beautifiil. 

422. Afler having mentioned so many various species of 
beauty, it now only remains to take notice of beauty, as it 
is applied to writing or discourse ; a term commonly used 
in a sense altogether loose and undetermined. For it is ap- 
plied to all that pleases, either in style or in sentimient, frbm 
whatever principle that pleasure flows; and a beautiful po- 
em or oration means, in common language, no other than a 
good one, or one well composed. 

Jllus. 1. In this sense, it is plain, the word is altogeih^ indefinite, 
and points at no particular species or kind of beauty. 

2. There is, however, another sense, somewhat more definite, in 
which beauty of writing characterizes a particular manner ; when it 
is used to signify a certain grace and amenity, in the turn ei^er of 
style or sentiment, for which some authors have been peculiarly distin- 
guished. 

8. In this sense, it denotes a manner neither remarkably sublime* 
nor vehemently psissionate, nor uncommonly sparkling ; but such as 



Beattp. Sn 

niaMin the reader aa emotoi of fhe gentle pladd kiad, mailar to 
what 18 raised by the contemplation oi beautifal objects in nature ; 
which neither li^ the mind very high, nor agitates it very much, but 
dlfiiises over the imagination an agreeable and pleasing serenity. 

SehoUa, 1. Addison is a writer altogether of tfaiscnaraeter; and li 
one of the most proper and precise examples that can be given of iL 
Fenelon, the author of the Adventures of Telemachus, may be giveil 
as another example. Virgil too, though very capable of rising on oe- 
casions into the sublime, yet, in his general manner, is distiihguished by 
the character of beauty and erace, rather than of sublimity. Amoag 
orators, Cicero has more of the beautiful than Demosthenes, whoM 
genius led him wholly towards vehemence and strength. 

2. This much it is sufficient to have said upon the subject of beauty. 
We have traced it through a variety of forms ; because, next to aaft- 
limitjp, it is^ the most copious source of the pleasures of taste i and be^ 
cause the consideration of the different appearances, and principles of 
beauty, tends to the improvement of taste in many subjects. 

3. But it is not only by appearing under the forms of tubUme of 
be(wtiful, that objects delight the imagination. From several othec 
principles, also, they derive their power of giving it pleasure. 

423. NoYELTT, for inst^ce, bas been mentioned by Ad- 
dison, by Karnes, and by every writer on this subject. An 
object that has no merit to recommend it, except its being 
uncommon or new, by means of this quality alone, prodtioai 
in the mind a vivid and an agreeable emotion. Hence that 
passion ot curiosity^ which prevails so generally amcmg m«a^ 
kind. 

Ilhu. Objects and ideas which have been Icm^ familiar, make too 
faint an impression to give- an agreeable exercise to our faculties. 
New and stranee objeets. rouse the mind . from its dormant state, by 
giving it a quick and pleasing impulse. Hence, in a great measuve, 
me entertainment afforded us by fiction and romance. The emodon 
raised by novelty is of a more lively and pungent nature than that pr»> 
duced ^y beauty ; but much shorter in its continuance. For if the ol^ 
ject have in itself no charms to hold our attention, the shining |^baf 
thrown upon it by novelty soon wears oC 

424. Besides novelty, imitcaion is another source of plieaff* 

ure to taste. This gives rise to what are termed the second' 

ar^ pleasures of ivrngifiation ; which form^ doubtless, a. very 

extensive class. 

iUiis. For idl imitation affords some pleasure ; not eoly the fmitatkm 
of beautiful or great objects, by recalling the ori^al ideas^c^ beauty or 
grandeur which such objects themselves exhibited ; but even objeoli 
which have neither beauty nor grandeur, nay, some whieh are terrlNi 
or deformed, please us. in ft secondary or represented' view. 

425. The pleasures of melody and harmony belong also 
tb taste. There is no agreeable sensation we receive either 
from beauty or suUimitj, but what i» capable of hmg 
heightened by the power of musical sound. Hence the de- 
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light of poetical numbers ; and even of the more concealed 
and looser measures of prose. 

4Si6. Wit, humour, and ridicule, likewise open a variety 
to pleasures of taste, quite distinct from any that we have 
yet considered. 

427. Wit is a quality of certain thoughts and expressions; 
the term is never applied to an action, nor to a passion ; far 
less to an external object.* 

lUua, 1. Wit is a term appropriated to such thoughts and ezprea> 
atons as are ludicrous, and also occasion some degree of surprise by 
their singularity. 

2. Wit also, in a figurative sense, expresses a talent for inventing 
ludicrous thoughts or expressions: we say commonly a tmtfy man, or 
a man of wit. Hudibras is a man ofunt ; Falttaff is a witty man.: 
SwV^ is both. 

8. Wit, in its proper sense, as explained above, is distinguishable into 
two kinds ; wit in the thought, and wit in the words or expressions. 

4. Again: wit in the thought, ia of two kinds', ludicrous images, vod 
btdierous combinatiotis, that have little -or no natural relation. 

6. Ludicrous images, which surprise by their singularity, are fabri- 
cated by the imagination ; and ludicrous combinations are such an assent 
blage of ideas or of things, as, by distant and fanci^l relations, surprise, 
because they are unexpected. 

428. Humour. Nothing just or proper is denominated 
humour ; nor any singularity of character, words, or actions 
that is valued or respected. 

iUus. 1. When we attend to the character of an humorist, we find 
tibat it arises from circumstances both risible and impro|>er, and &ere- 
&re that it lessens the man in our esteem, and makes nim in some meas- 
ure ridiculous. 

2. A ludicrous Writer is one who insists upon ludicrous subjects with 
the professed purpose to make his readers laugh ; a writer of kwmo%w 
fs one, who, affecting to he grave and serious, painta his sulgect in such 
colours as to provoke mirA and laughter. 

Example. Swift and Fontaine were humorists in character, and 
their writings are^ full of humour. Arbuthnot outdpes them in drollery 
and humorous painting ; but he who should say that Addison was an 
humorist in character, would be suspected iA mistaking horse ches- 
nuts for chesnut horses. 

429. Ridicule. A visible object produceth an emotion 
of laughter merely ; a ridiculous object is improper as well as 
risible, and produceth a mixed emotion, which is vented by 
a laugh of derision or scorn.t , 

Obs. Burlesque is a great engine of ridicule : it is distinguishable ia^ 
to the burlesque that excites laughter merely, and the burlesque that 
provokes derision or ridicule. 

Exan^le* VirgU Travestie, and the Lutrin, ar« eompositiona wUcb 
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oome under this article. The Rape of the Lock Is not strictly burlesque, 
but an heroU-eamiectl poem.« Addison's Spectator* on the Fan is* ex- 
tremely gay and ludicrous. 

Scholium, This singular advantage writing and discourse posses^ 
that, in every point of view, they encompass a large and rich field, ia 
respect to the pleasures of taste ; and have power to exhibit, in great 
perfection, not a single set o^ objects only, but almost the whole of 
those which give pleasure to taste and imagination; whether that 
pleasure arise from sublimity, from beauty in its different forms, from 
design and art, from moral sentiment, from novelty, from harmony, 
from wit, humour, and ridicule. To whichsoever of these the peculiar 
. bent of a person's taste lies, from some writer or other he hie it al- 
ways in his power to receive the gratification of his taste. 

430. The high power which eloqaence and poetry po»- 
sess, of supplying taste and imagination with an extensire 
circle of pleasures, they derive altogether from their having 
a greater capacity of imitaiion and description thnn is pos^ 
sessed by any other art. 

JUus, 1. Of all the means which human ingenuity has contrived lor 
recalling the images of real objects, and awakenins, by representa- 
tion, similar emotions to those which are raised by ue original, notm 
is so full and extensive as that which is executed by words and writing. 
Through the assistance of this happy invention, there is nothing, either 
in the natural or in the moral world, that cannot be represented and 
8^t before the mind, in colours very strong and lively. 

CoroL Hence it is usual, among critical writers, to speak of diseawM 
as the chief of all the inUtatite 6r mimiceU arts ; they compare it witli 
j»ainti^ jC and with sculpture, and in many respects prefer it justly b^ 
fore them. 

lUus. 2. Imitatbn is performed by means of something that hai a 
natural likeness and resemblance to the thing imitated ; tmd, of conse- 
queace, is understood by all : statues and pictures are examples of 
okenesses. 

2. Description, again, is the raking in the mind the conception of an 
object by means of some arbitrary or instituted symbols, understood 
only by thoM who agree in the institution of them ; such are words 
and wriling. 

8. Words, thoufh copies, (Art, 482.) have no natural tesemblanot 
to the ideas or objectB whicn they are employed to signify ; but a 
statue or picture has a natural likeness to the original. And therefore 
imitation and description differ considerably in their nature from each 
other. 

431. As far, indeed, as the poet introduces into his work 
persons actually speaking ; and, by the words which he putf 
into their mouths, represents the discourse which they might 
be supposed to hold ; so far his art may more accurately be 
called imitative ; and this is the case in all dramatic compo- 
sition. But, in narrative or descriptive works, it can with 
no propriety be called so. 
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Bku> 1. W1m>, §» faistanoe, would call VirgO'f deseiiptloii of » tem- 
fMt, in €b% first ^neid, in imitation of adttorm ? If we keard of dio 
imitetlon (tf a battle, we might naturally think of aome aham-fight, er 
— pr ea e ntalion of a battle on tbe iti^t but could nerer apprehewl that 
H meant one of Homer's descriptionB in the Iliad. 

2. But uMiatum and deuri^ticn agree in their vriii^af effleeit of re- 
ealling, by external ligns, the ideas of things which tnev do not sool 
Bat thou^ in this they coincide, yet it should not be forgotten, that 
ttie terms tfiemselres are not synonymous ; that they impwt different 
means of eflfi»cting the same end ; and of course make difierent impres- 
Mons on the mii^ 

SdutUum, Whether we eonrider j»oe(ry in partlculary and diteaune in 
general, as imUatioe or deser^iwe ; it H eyident, that their whole pow- 
#r in recalling the impressions of teal objects, is derived from the sig- 
oificancy, tfie choice and arrangement, of words. Their excellency 
flows altogether from these sources. Having shewn how the source 
lay be preserved pure, we shall, in the next book, enter upon style 
in tMr moat extnsivo significalkm. 
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CHAPTER L 

THE DIFFUSE AND CONCISE 8Tn«£S. 

492. WORl)S being the copies of our ideas, there musi 
always be a very intimate connection between the manner 
in which we employ words, and our manner of thinl^ing. 
From the peculiarity of thought and expression which be> 
longs to every writer, there is a certain character imprinted 
on his style, which may be denominated Ms manner; con^ 
monly expressed by such genersd terms as strong, weak, thy, 
9in^le. ejected, or the like. 

Illut. These distinctions carry, in general, some reference to an an* 
thor's manner of thinking, but refer diiefly to hb mode of expression. 
They arise from the whole tenor of his language ; and comprehend 
the effect produced by all those parts of style which we have already 
considered ; the choice which he makes of isingle words ; l^is arrange^ 
^ ment of these in sentences ; the degree of his precision ; his embellish- 
' ment, by means of musical cadence, figures, or other arts of speech ; 
and, finally, the cultivation of his genius and taste. Of such general 
characters of style, therefore, it remains now to speak, as the result of 
those elementary parts of which we have hitherto treated. 

433. That different subjects require to be treated of, in 
different sorts of style, is a position so obvious, that it needs 
no illustration. Every one sees that treatises of philosophy, 
for instance, ought not to be composed in the same style with 
orations. Every one sees also, that different parts of the 
same composition require a variation in the style and mianp 
ner. In a sermon, or any harangue, as shall be shewn her^ 
after, the application or peroration admits more ornament, 
and requires more warmth, than the didactic part. 

Obi, But what we mean at present to remark is, that, amidst this va- 
riety, we still expect to find, in the colnpositioiis of any one man, somft 
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derree of anifiinnity or coofiftencrf with himself in maimer ; we expect 
Id find impreBsed on all iiis writmgs, some predominant character of 
•tyle which shall he suited to liis particular genius, and shall mark die 
turnofhismfaid. 

Example. The orations in lAry dHFer mud) in style, as they ought to 
do, from the rest of his history. The same is tiie case witii those in 
Tacitus. Yet hodi In Livy's orations, and in those of Tacitus, we are 
able clearly to trace the duCtinguishing manner of each historian : th€^ 
magaldcent fulness <^ the one, and the sententious conciseness of the 
other. 

Corol. Wherever there is real and natire geidus, it gives a determin- 
ation to one kind of style rather than another. Where nothing of this 
appears ; where there is no marked nor peculiar character in the com- 
positions of any author, we are apt to infer, and not witliout reason* 
that he is a vulgar and trivial author, who writes from imitation, and 
not from the impulse of orieinal genius. As the most celebrated 
painters are known bv their hand, so the best and most original wri- 
ters are known and distinguished, throughout all (heir wotIes, by theb 
style and peculiar manner. This will be fimnd to hold almost widiout 
exception. 

434. One of the first and most obvious distinctions of the 
diftrent kinds of style,, is what arises from an author's spreadr 
ing out his thoughts more or less. This distinction forms 
wfial are called the dijuse and the concise styles. 

Khu, 1 . A concise writer compresses his thoughts into the fewest pos- 
sible words ;. he seeks to employ none but such ai are most expressive ; 
he lops off, as redundant, every expression which does not add some- 
thing material to tb^ sense. 

Ornament he does not reject ; he may be lively and figured ;. but his 
ornament is intended for the sake of force rather than grace. 

He never gives you the same thought twice. He places it in tlie 
light which appears to him the most striking ; but if you do not appre- 
hend it well in that, light, you need not expect to find it in any oUier. 

His sentences are arranged with compactness and strength, rather 
than with cadence and harmony. The utmost precision is studied in 
them ; and they are commonly designed to suggest more to the read- 
er's imagination than they directly express. 

iUuf. 2, A diffuse writer unfolds his thought fully. He places it in 
a variety of lights, and gives the reader every possible assistance for 
understanding it completely. He is not very careful to express it at 
first in its full strength ; because he is to repeat the impression ; and 
what he wants in strength he proposes to supply by copiousness. 

Writers of this character generally love magnificence and amplifica- 
tion. Their periods naturaUy run out into some length, and, bavmg 
room for ornament of every kind, they admit it finely. 

Seholium, Each of these manners has its peculiar advantages ; and 
each becomes faulty when carried to the extreme. The extreme of con- 
ciseness becomes abrupt and obscure ; it is apt also to lead into a stvie 
too pointed, and bordering on the epigrammatic. The extreme of dilP 
fuseness becomes weak and languid, and tires the reader. However, 
to one or other of these two manners, a writer may lean, aeeording as 
his eenius prompts him : and under the general character of a concise, 
or of a more open and diffuse style, he may possess mudi beauty m 
composition. 
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485. For illustrfttionB of these general characterSj we can 
only refer to the writers who are examples of them. It it 
not «o much from detached passages, such as we have heen 
quoting as examples in the foregoing pages of this grammar, 
as from the current of an author's style, that we are to col- 
lect the idea of a formed manner of writing. 

Ilha. 1. Twoof the most remaiteble examples of conciseness, car* 
vied as &r as propriety will allow, perhaps in some cases farther, sre 
Tacitus, the Historian, and the President Montesquieu in << L'Esprit d* 
Lmx.'' Arbtotle, too, holds an eminent rank aibong didactic writers 
for his brevity. Perhaps no writer in the world was ever to frugal fJt 
his words as Aristotle ; but this frugality of expression frequently dark- 
ens his meaning. 

2. Of a beautiful and magnificent di0usenes8, Cicero is, bevond doubt, 
the most illustrious inataiice that can be given. Addison, also, and Sir 
William Temple, come, in some degree, under this class. 

436. In judging when it is proper to lean to the concise, 
dhd when to the diffuse manner, we must be directed by the 
nature of the composition. Discourses that are to be spoken 
require a more copious style than books that are to be read. 

iUns. When the whole meaning must be caught from the mouth of 
the speaker, without the advantage which books afibrd of pausing at 
pleasure « and reviewing wkat appears obseore, great conciseness is al- 
ways to be avoided. We should neverpresume too much on the qulck-r 
ness of our hearer's understanding; but our style ought to be such, 
that the bulk of men can go along with us easily, and without efrort. 

Carol, A flowing, copious style, therefore, is required in all public 
speakers ; guarding, at the same time, against such a degree of diflb* 
sion as renoers them languid and^resome; which will always prove 
to be the case, when they inculcate too much, and present the same 
thought under too many different views. 

437. In written compositions, a certain degree of concise- 
ness posi^esses great advantages. It is. more lively ; keeps 
up attention ; makes a brisker . and stronger impression ; 
and gratifies the mind by supplying more exercise to a 
reader's own thought. A sentiment, which, expressed di^ 
fusely, will barely be admitted to be jusjt, will, when ex- 
pressed concisely, be admired as spirited. Description, 
when we want to have it vivid and animated, should be in a 
concise strain. 

lUvu, 1, This is different from the common opinion; mofftpenoni 
being ready to suppose, that upon description a writer may dwell 
more safely than upon other topics, and that, by a full and extended 
style, it is rendered more rich and expressive. On the contrary, a dif* 
fuse manner generally weakens description* Any redundant words or 
circumstances encumber the ftmcy, end make the object that w« pre- 
sent to it, appear confused and indistinct 

2. Accord&gly, the most masterly descrlbers, Homer, Tacitus, Mil- 
ton, are tdmoet always concise in their descriptioni. They diew 
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vs more of an object at one glance, than a feeble difibae writer eaa 
ahew, by turning it round, and exhibiting it in a variety of lights. 

Carol. The strength and vivacity of description, whether in prose or 
poetry, depend much more upon the happy choice of a few atrikinf 
drcumatances, than upon their multiplicity and variety. 

438. Addresses to the passions, likewise, ought to be in 
the concise, rather than the difiuse manner. In these it is 
dangerous to be diffuse, because it is very difficult to sup- 
port proper warmth for any length of time. When we b^ 
oome prolix, we are always in hazard of cooling the reader. 
The fancy and the feelings of the beart, too, run fast ; and, 
if once we can put them in motion, they supply many par- 
ticulars to greater advantage than an author can display 
them. The case is different when we address ourselves to 
the understanding ; as for example, in all matters of reasoi»* 
ing, explication, and instruction. 

Ob$. In these eases, that most elegant rhetorician, Dr. Blair, would 

{prefer a more free and difluae manner. When you are to strike the 
ancy, or to move the heart, be concise ; when you are to inform the 
understanding, which moves more slowly, and requires the assistance 
of a guide, it is better to be full. Historical narration may be beauti- 
fol, either in a concise or a dififuse manner, according (o the writer's 
genius. Livy and Herodotus are diffuse ; Tfaucydidea and Sallust are 
•uednct ; yet all of them are agreeable. 

439. A diffuse style generally abounds in hng periods ; 
tad a concise writer, it is certain, will oflen employ short 
sentences. 

Oba. But of long and short sentences, we had occasion -formerly Id 
treat, under the head of " The Construction of Periods." (See Chequer 
/. and the Harmony of Periods, Chapter IX. Book III.) 

440. IThe nervous and the feeble are generally held to be 
tharacters of style, of the same import with the concise and 
die diffuse. They do indeed very oflen coincide. Diffuse 
writers have, for the most part, some degree of feebleness ; 
and nervous writers will generally be inclined to a concise 
mode of expression. ' 

Jllus. 1. This, however, does not always hold ; and there are instan- 
ces of writers, who, in the midst of a full and umple style, have main* 
tained a great degree of strength. Their style may have many faults. 
It may be unequal, incorrect, and redundant, but withal, (or force and 
expressiveness, uncoinmoQly distinguished. On every subject, they 
will multiply words with an overm>wing copiousness ; but they ever 
pour forth a torrent of forcible ideas and si^nihcant expressions. 

2. Indeed, tbe foundations of a nervous or a wes^ style are laid in 




e time of his writing, so carelessly exerted, that he has no firm 
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hold of the conception which he would communicate to us, the mi^lu 
of all this will clearly appear in his style. Several unmeaning words 
and loose epithets will be found in his composition ; his ezpressionf 
will be vague and general ; his arrangement indistinct and feeble ; wo 
shall conceive a portion of his meaning, but our conception will be faint 
9. Whereas a nervous writer, whether he employs an extended or a 
concise style, gives us always a strong impression of his meaning; 
his mind is full of his subject, and his words are all expressive ; every 
phrase and every figure which- he uses, tends to render (be picture, 
which he would set before us, more lively and complete. 

441. Under the head of diffuse and concise style, (Ari, ' 
436. and 437.) we have shewn that an author might leaa 
either to the (Hie or to the other, and yet be beautiful. Thia 
ifl not the cade with respect to the nervous and the feeble. 
Every author, in every composition, ought to study to ex- 
press himself with s(Hne strength, and in proportion as he 
approaches to the feeble, he becomes a bad writer. 

Ohs, In att kinds of writing, however, the same degree of strength Is 
not demanded. But the more grave and weighty any composition is^ 
the more should a character of strength predominate in the style. 

Corol, Hence, in history, philosophy, and solemn discourses, it is 
chiefly expected. One of the most complete models of a nervous style, 
is Demosthenes in his orations. 

442. Every good quality in style, when pursued too far, 

has an extreme, to which it becomes faulty; and this holds 

of the nervous style as well lui of other styles. Too great % 

study of strength, to the neglectof other qualities of style/ li 

found to betray writers into a harsh manner. 

iUiiS. Harshness arises from unusual words, from forced inverrions 
ia the eonstructian of a senleDce, anil too mueii neglect ai nnoothiisfli 
and ease. This is reckoned the fipkult of some of our earliest classlet 
in the English language ; writers who, from the nerves and strength 
which Uiey^have msplayed, are, to thia day, eminent for that quafity 
in style. But the laoguafee in their hands was exceedingly different 
from what it is now, and was indeed entirely formed vpeii tiio Idissi 
and construction of the Latin, in the arrangement of sentences. The 
present form which the language has assumed, has, in some measure* 
sacrificed the study of strenedi io that of perspicuily and ease. Our 
arrangement of words has become less forcible, perhaps, but mor« 

I»lain and natural ; and this is now understood io be the genius of our 
anguage. 

443. The restoration of King Charles. II. seems to be Um 
era of the formation of our present style. Lord Olarendcn 
was one of the first who laid aside those frequent inversions 
which prevailed among writers of the former age. After 
him, Sir William Temple polished the language still more. 
But Dryden is the author, who, by the number and reput»> 
tion of his works, formed it more; than any of his predeces- 
sors or contemporaries, into its present state. 
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Ilhu, 1. Dryden began to write at the Restoration, and continued 
long an author both in poetry and prose. Ho had made the language 
his study ; and though he wrote hastily, and often incorrectly, though 
his style is not free irom faults, yet there is a richness in his diction, a 
copiousnesSi ease, and variety in his expression, ^ which has not been 
•urpassed by any who have come after him.* 

2. Since his time, considerable attention has been paid to purity and 
elegance of style ; but it is elegance rather than strength, that forms 
the distinguishing quality of most of the good English writers. Some 
of them compose in a more manly and nervous manner than others { 
but whether it be from the genius of our language, or from whatever 
o$her cause, it appears, that we are far from me strength of several of 
the Greek and Boman authors. 



CHAPTER IL 

or THE DRY, PLAIN, NEAT, ELEGANT, AND FLOWERT STYLE* 

444. HITHERTO we have considered style under those 
characters that respect its expressiveness of an author's 
meaning. Let us now proceed to consider it in another 
▼lew, with respect to the degree of ornament employed to 
beautify it. . Here, the style of different authors seems to 
rise, in the following gradation : a dry, a plain, a neav, 
an ELEGANT, and a flowery manner. Of each of thede in 
its order. 

445. First, a dry manner. This excludes ornament of 
erery kind. Content with being und^stood, it has not the 
feast aim to please, either the fancy or the ear. This is tol- 
erable only in pure didactic writing; and even there, to 
make us bear it, great weight and solidity of matter are re- 
quisite ; and entire perspicuity of language. 

Ului, 1. Aristotle is the most complete example of a dry style. 
Never, perhaps, was there any author who adher^ so rigidly to the 
strictness of a didactic manner throughout all hid writings, and con- 
▼eyed so much instruction, without the least approach to ornament. 
With the most profound genius and extensive views, he writes , says Dr. 
Blair, hke a pure int^genee, who addresses himself solely to the un- 
derstanding, without making any use of the chatnnel of the imagination^ 
' 2. But wis is a manner wnich deserves not to be imitated. For, aU 

* Dr. Johnson, in his lifb of Dryden, gives the following character of his prose style < 
*■ His prefaces have not the formality of a Settled style, in which the first haif of th* 
•entence betrays the other. The chmset are never Utlaneed, nor the periods Rl6deW 
led ; every word seems to drop .bv chance, though it falls into its proper place. No* 
thing is cold or languid } the whole is airy, animated, and vigoiou s-y what is little, ia 
g»JJ what is great, is splendid. Though all is easy, nothing is feeble ; though all 
seems careless, there is nothing harsh ; and though, since his earlier works, o^re thaa 
a century has passed, they have nothing yet ttnoodth or obsolete.** 
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tbooeli fhe ffbodaess of the matter may compensate the dryness or 
harshness of the style, yet is that dryness a considerable defect; as it 
fatigues attention, and conveys our sentiments, with disadvantage, to 
the reader or hearer. 

446. A PLAIN STYLE rlses one degree above a dry style. 
A writer of this character employs very little ornament of 
any kind, and rests almost, entirely upon his sense. But, if 
he is at no pains to engage us by the employment of figures, 
musical arrangement, or any other art of writing, he studies, 
however^ to avoid disgusting us like a dry ^nd a harsh wri- 
ter. Besides perspicuity, he pursues propriety, purity, and 
precision, in his language ; which (brm one degree, and no 
inconsiderable one, of beauty. Liveliness, too, and force, 
may be consistent with a very plain style : and, therefore, 
such an author, if his sentiments be good, may be abundant- 
ly agreeable. 

Obs. The difference between a dry and plain writer, is, that the ibr- 
mer is incapable jof ornament, and seems notto know what it is ; the 
latter seeks not after it. He gives us his meaning in good language, 
distinct and pure ; he gives himself no farther trouble about ornament ; 
either because he thinks it unnecessary to his subject ; or because his 

fenius does not lead him to delight in it ; or because it leads him tx> 
espise it. 

447. What is csdled a neat style comes next in order; 
and here we have arrived in the region of ornament ; but 
that ornament not of the highest or most sparkling kind* 

Jllus. 1. A writer of this character shews, that he does not despise 
the beauty of language. It is an object of his attention. But his at- 
tention is shewn in the choice of words, and in a graceful collocation 
of them ; rather than in any high efforts of imagination, or eloquence. 

2. His sentences are always clean, and free from the incumbrance 
of superfluous words ; of a moderate length ; rather inclining to brev- 
ity, than a swellings structure ; closing with propriety ; without any 
appendages, or adjections dragging after the proper close. 

S. His cadenee is varied ; but not of the studied musical kind. 

4. His figures, if he uses any, are short and correct, rather thaa 
hold and glowing. 

Scholia. 1. Such'a style as this may be attained by a writer who has 
no g^eat powers of fancy or genius ; merely by iiulustry aitd eareibl 
Attention to the rules of writing ; and it is a style always agreeable. 

2. It imprints a character of moderate elevation on our compositkm, 
•nd carries a decent degree of ornament, which is not unsuitable t0 
mar subject whatever. 

i. A familiar letter, or a law paper, on the dryest subject, may b« 
written with neatness ; and a sermon or a philosophical treatise, in a 
neat style, will be read with pleasure. 

448' An elegant style is a character expressing a higl^ 
er degree of ornament than a neat one ; and, inde^, is tl» 
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term luaaliy applied to style, when possessing all dbe nrtoeB 
of ornament, without any of its excesses or defects. 

lUui, 1. From what has heen fonnerly delivered, it wiUeadiy be 
ondentood, that complete elefl[ance implies great perspicuity and pro- 
priety ; purity in the choice of word8» and care and dexterity in their 
'Darmoniotts and happy arrangement, it implies, ferther, ine grace 
and beauty of imagination spread over style» as far as title subject ad- 
mits di^Uy ; and all the illustration which figurative language adds, 
when properly employed. 

2. In a word, an elej^t writer is one who pleases tiie fancy and 
the ear, while he informs the understanding ; and who gives us his 
ideas clothed with all the beauty of expression, but not. overcharged 
with any of its misplaced finery.* 

449. When the ornaments, applied to a style, are too rich 
an4 gaudy in proportion to the subject ; when they return 
upon us too fast, and strike us either with a dazzling lustre, 
or a false brilliancy, this forms what is called a florid 
STYLE ; a term commonly used to signify the excess oT o> 
Dament. 

Oh$. In a young composer this is very pardonable. Perhaps it is 
even a promising symptom in youne people, that their style should in- 
cline to the florid and luxuriant. Much of it will be diminished by 
years ; much will be corrected by ripening judgment j some of it, by 
the mere practice of composition, will be worn away. Let there be» 
at first, only sufiicient matter that can bear some pruning and lopping 
off. At this time of life, let genius be bold and inventive, and pride 
itself in its efforts, though these should not, as yet, be correct. Lux- 
urianey can easily be cured ; but for barrenness there is no remedy.t 

450. But, although the florid styU may be allowed to 
youth, in their first essays, it must not receive the same ii^ 
dulgence from writers of m'aturer years. It is to be expect 
ed, that judgment, as it ripens, should chasten imagination, 
and reject, as juvenile, all such ornaments as are redundant, 
unsuitable to the subject, or not conducive to its illustration. 

Ohs, 1. Nothing can be more contemptible than that tinsel splendour 
of language, which some writers perpetually affect. It were well, if 
this could be ascribed to the real overflowing of a rich imagination. 
We should then have sometfaife^g to amuse us, at least, if we found little 
t»n)stnict us. But the worst is, that with those firothy writers, it Is a 
|«xuriai|6y of words, not ef fancy: 

S. We. see a laboiired attempt, in these writers, to rise to a q>leiii> 
doof of composition, of which they have formed to themselves some 



* In this clan, therefore, we place only the first-rate writers io the lansnn^ ; 

■• AiUiaon; Drrdeo, Pope, Temple, Bplingbroke, Atterbary, Csjapbell^ Kanns, Dr. 
31air, Ducaki Stewart,«|id a few more ; writen who differ widely frolo one SaotlMt 
in nMLoy of tiie attributes of style, but whom we now class tooMher ander the moon* 
iaatimi of elecant, as, in the scale of ornament, poesessinf nearW the same pla««u-<'^ 



I est obertatis ; stonlia nullo labore riacuntiir.— doiaetUiaa. 
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loose idea ; but having no strength of genius for attaining it, fhey en- 
deavour to supply the defect by poetical words, by cold exclamation^ 
by common-place figures, and every thing that has the appearance oi 
pomp and magnificence. 

3. It has escaped these writers, that sobriety in ornament is out 
gr^at secret for rendering it pleasing ; and that, without a foundation 
of good sense and solid thought, the most florid style is but a childish 
imposition on the public. The public, however, are but too apt to be 
so imposed on ; at least the mob ofreader8, who are very ready to be 
caught, at first, with whatever is dazzling and gaudy,- whether it be 
served up in the shape of two-pennies' worth of politics, or crude and 
infectious romances at a heavier charge. 



CHAPTER III. 

THB SIMPLE, AFFEGTBD, AND VEHEMENT iBTTX.ES. 

451. WE are now to treat of style under another charae> 

ter^ one of great importance in writing, and which requires 

to be accurately examined ; that of simplicity, or a natuni 

style, as distinguished from affectation, 

Oba, Simplicity, applied to writing, is a term very frequently used ; 
but like many other critical terms, often used loosely ^d without pre- 
cision. This has been owing chiefly to the dififerent meanings given to 
tiie word simplicity, which, therefore, it will be necessary here to diff- 
ting^ish ; and to shew in what sense it is a proper attribute of style. 
We may remark four different acceptations in which it is taken. 

452. The first is, simplicity of composition, as exposed to 
t09 gref^t a variety of parts. Horace's precept refers to this : 

Denique sit quod vis Bimpioz dontaxat et mmm.* 

Ilhu. This is the simplicity of plan in a tragedy, as distinguiahed 
from double plots, and crowded incidents; the simplicity of the Iliad, 
or JSneid, in opposition to the digressions of Lucan, and the scattered 
tales of Ariosto ; the simplicity of Grecian architecture, in opposition 
to the irregular variety of the Gothic, In this sense, simplicity is the 
same with unity. {Art, 154.) 

453. The second sense is, simplicity of thought, as oppo»- 
ed to refinement. Simple thoughts are what arise natural- 
ly ; what the occasion or the subject suggest unsought ; and 
what, when once suggested, are easily apprehended by alL 
Refinement in writing, expresses a less natural and obvious 
train of thought, and which it requires a peculiar turn of 
genius to pursue ; within certain bounds, very beautiful ; 

* ** Then learn the wand'ring hnmonr to eoitlr* . 
And keep one equal tenortlwush the mhuk ^' 

21 



%)6 THe General Ckaracters of Sty U, 

but when carried too far, approaching to intricacy, and hurt- 
ing us by the appearance of being far-sought. 

Bhu, Thus, we would naturally say, that Parnell is a poet of &r 
mater simplicity, in his turn of thought, than Cowley; Cicero's 
noughts on moral subjects are natural ; Seneca's too refined and la- 
boured. In these two senses of simplicity, when it is opposed, either 
to variety of parts, or to refinement of thought, it has no proper rela^- 
Hon to style. 

454 There is a third sense of simplicity, in which it has 
respect to style ; and stands opposed to too much ornament, 
or pomp or language. 

/Stis. When we say Locke is a simple, and Harvey is a florid writer ; 
It is in this sense, that the " limplexj** the *' tenue," or " subtile ge- 
nus dieendi" as understood by Cicero and Quinctilian, are applicable. 

2. The simple style, in this sense, coincides with the plain or the neat 
style, (.^rt. 446. ana 447.) and, therefore, requires no farther illustratioik, 

455. But there is a fourth sense of simplicity, also, re- 
specting style ; but not respecting the degree of ornament 
employed, so much as the easy and natural manner in which 
our language expresses our thoughts. This is quite differ- 
ent from the fcxrmer sense of the word just now mentioned, 
in which simplicity was equivalent to plainness : whereas, 
in this sense, it is compatible with the highest ornament. 

Rltu. Homer, for instance, possesses this simplicity in the greatest 
perfection ; and yet no writer has more ornament and beauty. This 
simplicity, which is what we are now to consider, stands opposed, not 
to ornament, but to affectation of ornament, or appearance of labour, 
about our style ; and it is a distinguishing excellency in writing. 

456. A writer of simplicity expresses himself in such a 
manner, that every one thinks he could have written in the 
tame way ; Horace describes it, 

..... ntaibi qnivii 

Speret idem, sudet maltum, frnttraque laborat 

Aiisiu ktom.* 

lUus. 1. There are no marks of art in his expression ; it seems the 
yerj language of nature ; you see in the sijle, not the writer and his 
labour, but the man in his own natural character. (Jrt. 181. lUiu,^ 
He may be rich in his expression ; he may be full of fieures, and oi 
fancy ; but these flow from him without eflfort ; and ne appears to 
write in this manner, not because he has studied it, but because it is the 
manner of expression most natural to him. 

2. A certain degree of negligence, also, is not inconsistent with this 
character of style, and even not ungraceful in it ; for too minute an at- 
tention to words is forei^ to it : let this style have a certain sofbiess 
and ease, which shall characterize a negligence, not unpleasing in an 

* ** From well-known Ules such fictions would I raise, 
As all might hope to imitate with ease ; 
Yet, while they strive the same success to gain. 
Should find their labours and their hope* in Tain.** FrancM 
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Knthor, who appears to be more solicitous about the thought thaa the 
expression.* 

3. This is the great adrantage of simpliciW of style, that, like sin^ 
plicity of maimers, it shews us a man's sentiments and turn of mind 
laid open without disguise. More studied and artificial manners of 
writing, howeyer beautiful, have always this disadvantage, that thej 
exhibit an author in form, hke a man at court, where the splendour 
of dress, and the ceremoniousness of behaviour, conceal those pecu- 
liarities which distinguish one man from another. But reading an 
author of simplicity, is like conversing with a person of distinction at 
home, and with.eade, where we find natural manners, and a marked 
character. 

457. The highest degree of this simplicity is expressed by 
the French term naivete, to which we have none that fuUy 
answers in our language. It is hot easy to give a precise 
idea of the import of this word. Xt always expresses a dis- 
covery of character, 

lUus, 1. Perhaps the best account of it, is that given by Marmontel, 
who explains it thus : that sort of amiable ingenuity, or undisguised 
openness, which seems to give us some de^ee or superiority over the 
person who shews it; a certain infantine simplicity, which we love' in 
our hearts, but which displays some features oi the character, that we 
think we, could have art enough to hide ;• and wbich^-therefore, always 
leads us to smile at the person who ^cover» this character. 

2. La Fontaine, in his Fables, may be given as a great example of 
such naioete. This, however, is to be understood as descriptive of a 
particular species only of simplicity. 

458. 5V^itb respect to simplicity, iq general, we may re- 
mark, that the ancient original writers are always the most 
eminent lor it. This happens from a plain reason^ that they 
wrote firom the dictates of natural genius, and were iiot 
formed npon the labours and writings of others, which is al« 
ways in hazard of producing affectation.' 

CoroL Hence, among the Greek writers, we have more models of a 
beautiful simplicity, than among the Romans. Homer, Hesiod, Anac- 
reon, Theocritus, Herodotus, and Xeno|>hon, are all distin^ished for 
their simplicity. AmoDe the Romans also, we have some writers of this 
character, particularly Terence, Lucretius, Phsdrus, and Julius Caesar. 

459. Simplicity is the great beauty of Archbishop Tillot- 
son's manner. Tillotson has long been admired as an elo- 
quent writer, and a model fi>r preaching. But his elo- 
quence, if we can call, it such, has been often misunderstood. 
For, if we include, in the idea of eloquence, vehemence and 
strength, picturesque description, glowing figures, or correct 
arrangement of sentences, in all these parts of oratory the 

archbishop is exceedingly deficient. {Dr, Blair,) 

• ■' ^^_____ ,... ,^ — -_ . — — ^_ _ 

• <*Habet ille, raolle quiddam, et quod indiee non iagratftm negUfsntiam hibminii, 
di re mafia qD4m de varlw IsikpnDtia." Cioero de Drat. 
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Oif. Hlf style is alwtys pare, indeed, .and perapleuoiis, but cerelen 
and remiM, too often feeble and languid ; little beauty in the construe- 
Hon of his sentences, which are frequently suffered to drag unharmo- 
■kmsly ; seldom any attempt towards streng;tii or sublimity. But; not« 
withstandinc these defects, such a constant vein of good sense and 
flety mns mrough his works, such an earnest and serious manner, and 
90 much useful instruction conveyed in a style so pure, natural, and 
onaflectad, as will justly recommend him to high regard, as long as 
the Knglish language shall remain ; not, indeed, as a model of the high- 
est eloquence, but as a simple and amiable writer, whose manner is 
strongly expressive of great goodness and worth. (iUtis. 8. Art. 222.) 

460. Sir William Temple is another remarkable writer in 
the style of simplicity. In point of ornament and correct- 
ness, he rises a degree above Tillotson ; though, for correct-^ 
ness, he is not in the highest rank. All is easy and flowing 
in him; he is exceedingly harmonious; smoothness, and 
what may be called amenity, are the distinguishing charac- 
ters of his manner ; relaxing sometimes, as such a manner 
will naturally do, into a prolix and remiss style. 

Ob». No writer whatever has stamped upon his style a more lively 
Impression of his own character. In reading his works, we seem en- 
gaged in conversation with him ; we become thoroughly at^uainted 
wiu him, not merely as an author, but as a man ; and contract a 
fifenddiip for him. |Ie may be classed as standing In^the middle, be* 
tween a negligent simplicity, and the highest degree of ornament which 
this character of style admits. (See Ex. 2. andjinalynB, Art, 217.) 

461. Addison is, beyond doubt, in the English language, 
the most perfect example of the highest, most Correct, and 
ornamental degree of the sinfple manner ; and, therefore, 
though not without some faults, he is, on the whole, the 
ttfest model for imitation, and the freest from consideraUa 
defects, which the language affords. 

Ob$. 1. Perspicuous and pure he in in the highest degree ; his pre* 
cision, indeed, not very great; yet nearly as great as the subjects, 
which he treats of, require ; the construction <x his sentences easy, 
agreeable, and commonly very musical; carrying a character of 
smoothness, more than of strength. 

2. In figurative language, he is rich ; particularly in similes and 
metaphors ; wMch are so employed as to render his style splendid, 
withoiit being gaudy. There is not the least aflectation in his manner : 
we see no mariEs of labour ; nothing forced or constrained ; but great 
elegance, joined with great ease and simplici^. 

3. He is, in particular, distinguished by a character of modesty, and 
of politeness, which appears in all'his writings. No author has a more 
popular and insinuating manner ; and the great regard which he every 
where shews for virtue and religion, recommends his Spectator very 
highly. 

4. If he fails in any thing, it is in want of strength and precision, 
wldch renders his manner, Uiough perfectly suited to such essays as he 
writes in the Spectator, not altogether a proper model fat any of tha 



The simple, affected, and vehement Styles. 239 

hij^er and more «laborate kinds of Gompoaitioii. Though the pubUe 
have ever done much justice to his merit, yet the nature of his merit 
has not always been seen in its true light ; for, though his poetry be 
elegant, he certainly bears a higher rank among the prose writers, than 
he is entitled to among the p^ts : and in prose, his humour is of » 
much higher and more original strain, than his philosophy. The char- 
acter of sir Roger de Coverly discovers more genius than the critique 
on Milton. See lUtM. 8. Art. 222. and Art. 272. Crit. 4.) 

462. Such authors as those, whose characters we have 
been giving, one is never tired of reading. There is nothing 
in their manner that strains or fatigues our thoughts ; we 
are pleased^ without being dazzled by their lustre. So pow- 
erful is the charm of simplicity in an author of real genius, 
that it atones for many defects, and reconciles us to many a 
careless expression. 

CoTol. 1. Hence in all the most excellent authors, both in prose and 
verse, the simple and natural manner may be alWavs remarked ; al- 
though other beauties being predominant, this forms not their peculiar 
and distinguishing character. 

2. Thus MiUon is simpld in the midst of all his grandeur ; and De- 
mosthenes, in the nddst of all his vehemence, (Jllua. 2. and Analyeii. 
Art. 2120 

Ohe. To grave and solemn writings, simplicity of manner adds the 
more venerable air. Accordingly, this has often been remarked as the 
prevailing character throughout all the sacred Scriptures ; and indeed 
no other character of style was so much suited to their dignity. 

463. Of authors, who, notwithstanding many excellencies, 
have rendered their style much less beautiful by want of 
sipaplicity. Lord Shaftesbury furnishes the most remarkable 
example. His lordship is an author on whom we have made 
observations several times before, and we shall now tfike 
leave of him, with giving his general character under this 
head. 

Oh$. 1. Considerable merit, doubtless, he has. His language ha» 
many beauties. It is firm, and supported in an uncommon deeree ; it 
is rich and musical. No English author has attended so much to the 
regular construction of his sentences, both i^ith respect to propriety, 
and with respect to cadence, (/{/us. 7. Art. 222.) All tills gives so 
much elegance and pomp to his language,, that there is no wonder it 
should have been highly admired by some. It u greatly hurt, howev- 
er, by perpetual stiflmess and affectation. This is its capital fault. 

2. Like Dr. Johnson, his locidship can express nothing with simplici- 
ty. He seems to havo considered it as vulgar, and beneath tibe dignity 
of a man of quality, to speak like other men. Johnson could say no- 
thing but as a lexicographer. Lord Shaftesbury is ever in buskins ; 
and dressed out with magnifioent elegance. Johnson is clad in the 
leaves of his dictionary ; he lived upon it, as Boniface did upon hit 
ale. In every sentence of Lord Shaftesbury, we see the.raarioB of lap 
hour and art ; nothing of that ease, which expresses a sentiment com" 
ine natural and warm from the heart. Johnson is a perfect mechanist 
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of ityle. Htvlni; once itudied him; yoa wiH know his •tyleamonf^ • 
tiioamnd ; lo ezaeUy do the coanten he preflentt to you, correspond 
with title Soman die, whence they were turned out. Of figures end 
ornaments of erery kind, Lord Shaftesbury is exceedingly fond ; soni»» 
times happy in fhem ; but his fondness f^t them is too visible ; and, 
having once laid hold of some meti^hor or allusion that pleases him, 
he knows not how to part with it. The coldness of Johnson's heart, 
did not allow liim to mdulge at pleasure in figwres and ornament. 
His figures are always correct, but artificial and stately ; and his alle- 
gories in the Rambler, are awkwardly chissica], though some of them 
•re not deficient In wit and elegance. His Allegory of Criticism, an 
•arty paper in ti^e Rambler, is a pertinent illustration. 

464. Having now said so much to recommend simplicity, 
or the easy and natural manner of writings and having 
pointed out the defects of an opposite manner ; in order to 
prevent mistakes on this subject, it is necessary to observe, 
that it is very possible for an author to write simply and yet 
not beautifully. One may be free from affectation^ and not 
have merit. 

iUiM. 1. The beautiful simplicity supposes an author to postsesis real 

Gnius ; to write with solidity, purity, and liveliness of imaginatioik 
this ,case, the simplicity or unaffectedness of his manner, is the 
crowning ornament ; it heightens every other beauty ; it is the dress 
of nature, without which all beauties are imperfect. 

2. But if mere unaffectedness were sufficient to constitute the beautv 
of style, weak, trifling, and dull writers might often lay claim to tius 
beauty. And, accordingly, we-frequently meet with pretended critics, 
who extol the dullest wnters, on accountof what they call the ^ chaste 
simplicity of their manner ;" whith, in truth, is no other than the aih^ 
sence of every ornament, through the mere want of genius and ioui- 
gination. 

S. We must distinguish, therefore, between that simplicity which 
aeoompanies true gemus, and which is perfectly compatible with every 
proper ornament 6? style, and that which is no other than a careless 
and slovenly manner. Indeed, the distinction is easily made from Oie 
eflect produced. The one never fails to interest the reader; the other 
li insipid and tiresome. 

465. We proceed to mention one other manner or charao 
ter of style difibrent from any that has yet been spoken of; 
and which may be distinguished by the name of the vehe- 
mtent. This always implies strength ; and is not, by any 
means, inconsistent with simplicity; but, in its predomi- 
nant character, it is distinguishable from either the strong 
or the simple manner. 

JUtu. It has a peculiar ardour ; it is a glowing style ; the lansuago 
of a man, whose imagination and passions are heated, and stron^y af* 
fected by what he writes ; who is therefore negligent of minor graces, 
hot pours himself forth with the rapidity and fulness of a torrent. It 
*t 2^^ to the hiffher kinds of oratory ; and, indeed, is rather expect- 
ed from a man who is speaking, than from one who b writing in bii 
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doiet The Motions of Demosthenes ftmii^ the foil and perfect ex^ 
ample of this species of style. 

466. Among English writers, the one who has most of 

this character, though mixed, indeed, with se?^al defects, 

is Lord Bolingbroke. His lordship was formed by nature to 

be a factions leader ; the demagogue of a popular assembly. 

Accordingly, the style that runs through all his political 

writings, is that of one declaiming with heat, rather than 

writing with deliberation. 

lUfU, He abounds in rhetoric figures; and poors himself forth with 
great impetuosity. He is copious, to a fault; places the same thought 
before us in many different Viewtf ; but generally with life and ardour 
He is bold, rather than correct ; a torrent that news strong, but often 
muddy. His sentences are varied as to length and shortness ; inclin- 
ing, however, most to long periods, sometimes ineludioff parentheses, 
WM frequently crowding and heapine a multitude of things upon one 
another, as naturally happens in the warmth of speaking. In the 
choice of his words, there is great felicity and precision. In exact 
construction of sentences, he is much inferior to Lord Shaftesbury ; but 
greatly superior to him in Kfe and ease. Upon the whole, his merit, 
as a writer, would have been very considerable^ if his matter had 
equalled his style. But whilst we find many things to commend in the 
li^r, in the former, as we before' remarked, we can hardly find any , 
thing to commend. In his reasonines, for the most part, he is flimsy 
and fiilse ; in his political writings, tactious ; in what he calls his phi- 
losophical ones, sophistical in the highest degree. 

467. Some other characters of style, beside those which 
we have mentioned, might be pointed out ; but it is very 
difficult to separate such general considerations of the style 
of authors from their pec^iar turn of sentiment, which it is 
not the business of this work to criticise. 

iZ/us. Conceited writers, for instance, discover their spirit so much 
in their composition, that it imprints on tiieir style a character of pert- 
ness ; though it is difficult to say, whether this can be classed among 
the attributes of style, or is rather to be ascribed entirely to the 
thought. In whatever class we rank it, all appearances of it ought to 
be avoided with care, as a most disgusting blemish in writing. Under 
general heads, it is no difficult task to classify the character of many of 
ue eminent writers in the English language. 

Scholia, 1. From what has been said on this subject, it maybe infer- 
red, that to determine among all these difierent manners of writing, 
what is precisely the best, is neither easy nor necessary. Style is a 
field tiiat admits of great latitude. Its qualities in dinerent authors 
maybe very different ; and yet, in them all, beautiful. Room must be 
left here for genius ; for that particular determination, which one re- 
ceives from nature » to one manner of expression more than another. ' 

2. Some general qualities, indeed, there are, of such importance, as 
should always, in every kind of composition, be kept in view ; and 
some defects we should always study to avoid. 

8. An ostentatious, a feeble, a harsh, or an obscure style, for in- 
•tance, is always faulty; and perspicuity, strength, neatness, and 
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ibnpUeity, are beautiea to b« always aimed at But as to the mizturs 
of all, or Uie degree of predominancy of any one of these good quali- 
ties, for forming our peculiar distinguishing manner, no precise rules 
can be given ; nor would it be prudent to point out any one model as 
absolutely perfect 

4. It will be more to the purpose, that we conclude these disserta- 
tions upon style, with a few directions concerning the pn^r method 
of attaining a good style, in general ; leaving the particular character 
of that style to be either formed by die subject on which we write, or 
prompted by the bent of genius. 



CHAPTER IV. 

DDLECTI0N8 FOR FOBMlNa STTLB. 

468. THE first direction which we give for this purpoee, 
is, to study clear ideas on the subject concerning which yon 
are to write or speak. This is a direction which may at first 
appear to have small relation to style. Its relation to it, how- 
ever, is extremely close. The foundation of all good style, 
is good sense, accompanied with a lively imagination, 

Hhu. 1. The style and thoughts of a writer are so intimately connect- 
ed, that it is frequently hard to distinguish them. (Art, 382.) When- 
ever the impressions of things upon our minds are faint and indistinct, 
or perplexed and confused, our style in treating of such things will in- 
fallibly be so too. Whereas, what we conceive clearly and feel strong- 
ly, we shall naturally express with clearness and with strength, (lUtu. 
Art. 465.) 

2. This, then, we may be assured, is a capital rule as to style, to 
think closely on the subject, till we have attained a full and distinct 
view of the matter which we are to clothe in words, till we become 
warm and Interested in it ; then, and not till then, shall we find es- 
pression begin to flow. 

S. Generally speaking, the best and most proper expressions are 
those which a clear view of the subject suggests, without much labour 
or inquiry after them. This is Quinctilian's observation : The most 
proper words, for the most part, adhere to the thoughts which are to be 
expressed by them, and may be discovered as by their own light But 
we hunt after them as if they were hidden, and only to be found in a 
corner. Hence, instead of conceiving the words to lie near the sub- 
ject, we go in quest of them to some other quarter, and endeavour to 
give force to the expressions we have found out* 

469. In the second place, in order to form a good style, 
the frequent practice of composing is indispensably necessa^ 

— ■ I ■■ — . — _ ^ . , ^ 

* Plerainaae optima verba rebus cohserent, et cernantur sno lomiuct; At noa 
qusrinittB ilia, tanquam lateant seque Bubducant. Ita imnquam putamm rerba ease 
^^ !^. ^® Muo dioeDdam eit : sed ex aliis loci« petimus, et iqyentua vim aArimos. 
lilb rtn. e. i. , 
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ry. We have delivered many rules concerning dtyle ; but 

no rules will answer the end, without exercise and habit. 

At the same time, it is not every sort of composing that will 

improve style. 

Illus. This is so far from being the case, that by frequent, careless 
and hasty composition, we shaU certainly acquire a very bad style ; 
we shall have more trouble afterwards in unlearning faults, and cor- 
recting negligences, than if we had not been accustomed to composi- 
tion at all. In the beginning, therefore, we ought to write ^owly, and 
with much care. Let the facility and speed of writing be uie fruit oi 
longer practice. " I enjoin," says Quinctilian, ** that such as are be- 
ginning the practice of composition, write slowly and with anxious de- 
uberation. Their great object at first should be, to write as well as 
possible; practice will enable them to write speedily. By degrees, 
matter will offer itself still more readily^ words will be at handi; com- 
position will flow ; every thing, as in the arrangement of a well-order- 
ed fan^ly, will present itself in its proper place. The sum of the whole 
is this : by ha^y compoution, we shall never acquire the art of com- 
posing well ; by writing well, we shall come to write speedily."* 

470. We must. observe, however, that there may be an^ 
extreme, in too great and anxious care about words. We 
must not retard the course of thought, nor cool the heat of 
imagination, by pausing too long on every word we employ. 
There is, on certain occasions, a glow of composition, which 
should be kept up, if we hope to express ourselves -happily, 
though at the expense of allowing some inadvertencies to 
pass. A-more severe examination of these must be left fat 
the work of correction. For, if the practice of composition 
be useful, the laborious work of correcting is no less so ; it is 
indeed absolutely necessary to our reaping any benefit from 
the habit of composition. 

Obs. 1. What we have written should be \vid by for some little time, 
till the ardour of composition be past, till the fondness for* the expres- 
rfons which we have used be worn off, and the expressions themselves 
be forgotten ; and then, reviewing our work with a cool and criticfU eye, 
as if it were the performance of another, we shall discern many imper- 
fectlons which at first escaped us. 

2. Then is the season for pruning rednndandes ; for examining the 
arrangement of sentences; for attending to the juncture of the parti- 
cles connecting the wlhole ; and bringing style into a regular, correct, 
and supported form. 

8. This " labour at the beginning," must be submitted to by all who 
would communicate their thoughts with proper advantage to others ; 
and some practice in it will soon sharpen their eye to the most necfes- 
•ary objects of attention, and render it a much more easy and practi* 
eable work than might it first be imagined. 

* ** HoraiD et solicitudinem) initiit impero. Nam primoiv hoc eonatitiiradaai m 
obtineadam ett, at qoam optinM ■eribamna : oeleritatom dabit oonsuetodo. Paulatioi 
rw faeilinn m pftmidept, verba rMpondebunt^ eompofitio proMqnetar. Caneta deiii- 
fsa at io fitmiliSL bea^ inititotflL in oflkio erant. Siaaihia aac Mt rai ; eito scribando 
BOO At at bent icribatttf } bane Mribendo, lit at eito.*' 1. a. e. 3. « 
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471. In the third place, with respect to the assistance that 
is to be gained from the writings of others, it is obvious, that 
we ought to render oilrselves well acquainted with the style 
of the best authors. This is requisite, both in order to form 
a just taste in style, and to supply us with a full stock of 
words on every subject. 

Oba, 1. In readinff authors with a view to style, attenti6n 8hoa]4 he 
giren to the peculiarities of their different manners ; and in this Gram- 
mar we hav^ endeavoured to suggest several things that may he useful 
in this view. Dr. Blair says, no exercise will he found mpre useful for 
acquiring a proper stvle, than to translate some passage from an emir 
nent English autiior into our own words. 

2. What he means is, to take, for instance, some page of one of Ad- 
dison's Spectators, and read it carefully over two or three times, till we 
have got a firm hold of the thoughts contained in it ; then to lay aside 
the hook ; to attempt to write out .the passage from memory, in the 
hest way we can ; and, having done so, next to open the hook, and com" 
pare what we liave written, with the style of the author. 

8. Such an exercise will, by comparison, shew us where the defects 
of our style lie ; it will lead us to the proper attentions for rectifying 
them ; and amonc the different ways in which the same thought may he 
expressed, it willmake us perceive that which is the most t^autiful. 

472. In the fourth place, guard yourself, at the same iirne^ 
against a servile imitation of any author whatever. This is 
always dangerous. It hampers genius; it is likely to pro* 
duce a stiff .manner ; and those who are given to close imi- 
tation, generally imitate an author's faults, as well as his 
beauties. No man will ever become a good writer or speak- 
er, who has not some degree of confidence to follow his own 
genius. 

Ob», You Ought to heware, in particular, of adopting any author's 
noted phrases, or traascriMng passages from him. Sui£ a habit will 
prove &tal to all genuine composition. Infinitely better it is to have 
fomething that is your own, though of moderate beauty, than to affect 
to shine in borrowed ornaments, which will, at last, betray the utter 
poverty of your genius. On these heads of composing, correcting, 
reading, and imitating, every student of oratory should consult what 
QiiinctiUan hap delivered in the tenth book of his. Institutions, where 
will be found a variety of excellent observations and directions, that 
well deserve a^teaticm. 

473. In the fifth place, it is an obvious, but material rule, 
with respect to style, that you always study to adapt it to the 
subject, and also to the capacity of your hearers, if you are 
to speak in public. Nothing merits the name of eloqi^ent or 
beautiful, which is not suited to the occasion, and to the per- 
sons to whom it is addressed. It is to the last degree awk- 
ward and absurd, to attempt a poetical, florid style, on occa- 
sions when it should be your business only to argue and rea- 
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8on ; or to cqpeak with elaborate pomp t>f expression, before 

persons who comprehend nothing of it, and who can <»i]j 

stare at your unseasonable magnificence. These are defects 

not so much in point of style, as, what is much worse, in 

point of common sense. 

Obs, When you begin to wrifie or speak, you ought previously to fix 
In your minds a clear conception of the eiMl to be a|nied at ; to keep 
this steadily in your view, and to suit your style to it If you do nqt 
sacrifice to this great object every ill-timed ornament that may occur 
to your fancy, you are unpardonable ; ^uid though' children and fix>k 
may admire, men of sense will laugh at you and your style. 

474. In the last place, carry along with you this admoni- 
tion, that, in any case, and on any occasion, attention to 
style must not engross you so much, as to detract fi'om a 
higher degree of attention to the thoughts : ** to your ex- 
pression be attentive ; but about your matter be solicitous."* 

Obs. It is much easier to dress up trivial and common sentiments 
with some beauty of expression, flian to afford a fund of vigorous, vof 
eenious, and useful thoughts. The latter requires true genius; the 
former may be attained by industry, with the help of very supeificial 
parts. Hence, we, find so many writers frivolously rich in style, but 
wretchedly poor in sentiment. The public ear is now so much accus- 
tomed to a correct and ornamented style, that no writer can, with safe- 
ty, neglect the study of it. But he is a contemptible one, who does not 
look to something beyond it; who does not lay the chief stress upon 
his matter, and employ such ornaments of style to recommend it, as 
are manly, not foppish. ** A higher spirit ought to animate those who 
study eloquence. They ought to <y>nsult the health and fondness of 
the whole body, rather than bend their attention to such trifling ob- 
jects as paring the nails, and dressing the hair. Let ornament be 
manly and chaste, without effeminate gayety, or artificial colouring; 
let it shine wfth the glow of health and strength." t 



CHAPTER V. 

CONDUCT OF A DISCOURSE IN ALL ITS PARTS ^llfTRODUO- 

TION, DITISION, NARRATION AND EXPLICATION. 

475. ON whatever subject any one intends to discourse, 
he will most commonly begin with some introduction, in order 
to prepare the minds of his hearers ; he will then state hit 
subject, and explun the facts connected with it; he will 



* u Ouram verboram, ranun volo ene loUeitadaiMni." 

t ** Majore anlmo aggredienda eat eloqndntia ; qua ri toto eorj^re valet, angaes 
paUre et capillam componere, non exiatimabit ad earam raam pertinare. Ornatua el 
viriliaet fortis, etianctnssit; nee efibminatain leyitat«m,«t fbeo emeDtitum coloiMa 
■aet } langnine et Tiribus niteat." Qoinctiliaa. 
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emi^y ar^foments for estabBshing his onim opinion, and 
OFerthrowing that of his antagonist: he may perhaps, if 
there be room for it, endeavour to touch the pasnons of his 
audioMse ; and after having said all he thinks proper, he wiU 
bring his discourse to a close, by some peroration or con- 
clusion. 

476. This being the natural train of speaking, the parts 
that compose a regular formal oration, are these six : 

First, the exordium, or introduction ; 

Secondly, the statement, and the division of the subject; 

Thirdly, the narration, or explication ; 

Fourthly, the reascming, or arguments ; 

Fifthly, the pathetic parts ; 

And, lastly, the conclusion. 

477. The exordium, or introduction, is manifestly com* 
mon to all kinds of public speaking. It is not a rhetorical 
invention. It is founded upon nature, and suggested by 
common sense. 

J7ZiM. When one \% going to counsel another ; when he takes upon 
him to instruct, or to reprove, prudenfce will generally direct him not 
to do it abruptly, but to use some preparation ; to begin with some 
matter that may incline the persons, to whom he addresses himself, to 
judge favourably of what he is about to 9ay ; and may dispose them 
to such a train of thought, as will forward and assist the purpose 
which he has in view. This is, or it ought to be, the main scope of an 
Introduction. 

478. First, to conciliate the good-wiU of the hearers ; to 
rend^ them benevolent, or well-affected, to the speaker, and 
to the subject. 

Jllus. Topics for this purpose may, in causes at the bar, be some- 
times taken from the particular situation of the speaker himself, or of 
his client, or from the character or behaviour of his antagonists, con- 
trasted with hU own ; on other occasions, from the nature of the sub- 
feet, as closely connected with the interest of the hearers ; and, in 
general, from &e modesty and good intention with which the speaker 
enters upon his subject. 

479. The second end of an introduction, is, to raise the 
attention. of the hearers; which may be effected, by giving 
them some hints of the importance, dignity, or novelty of 
Ihe subject ; or some favourable view of the clearness and 
precision with which we are to treat it, and of the l»evity with 
which we are to discourse. 

480. The third end is, to render the, hearers docile, or open 
to persuasion ; for which end we must begin with studying 
•o remove any particular prepossessions they may have con- 
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tracted ugainst the cause, or side of the argument, which wie 
espouse. 

481. As few parts of the discourse give the composer more 
trouble, or are attended with more nicety in the execution, 
we shall here lay down the following' rules, lor the proper 
composition of this part of the subject. 

482. The first ride is, that the introduction should be easy 
and natural. The subject must always suggest it. 

Ohs, It is too common a fault in introductions, that they are taken 
from some common-place topic, which has no particular relation to 
the subject in hand ; by which means they stand apart, like pieces de- 
tached from the rest of the discourses to which they are prenxed. 

483. In order to render introductions natural and easy, it 

is a good rule, that they should not be planned, till afler one 

has meditated in his own mind the substance of his discourse. 

Then, and not till then, he should begin to think of some 

proper and natural introduction. 

Oh9, By takings contrary course, and labouring in the first place 
on an introduction, every one who is accustomed to composition, will 
often find, that either he is led to lay hold of some common-place 
topic, or that, instead of the introduction being accommodated to the 
discourse, he is obliged to accommodate the whole discourse to the in- 
troduction which he had previously written. 

484. In the second place, in an introduction, correctness 
should be carefully studied in the expression. This is r^ 
quisite, on account of the situation of the hearers. 

Obs. They are then more disposed to criticise than at any other pe- 
riod ; they are, as yet, unoccupied with the subject or the arguments; 
their attention is wholly directed to the speaker's style and manner* 
Something roust be done, therefore, to prepossess them in his favour; 
though, for the same reasons, too much art must be avoided ; fo|* it wfll 
be more easily detected at that time than afterwards ; and will dero- 
gate from persuasion in all that follows. 

485. In the third place, modesty is another character 
which it must carry. All appearances of modestj^ are fa- 
vourable, and prepossessing. If the orator set out with an 
air of arrogance and ostentation, the self-love and pride of 
the hearers will be presently awcdtened, and they will listen 
to him with a very suspicious ear throughout all his dis- 
course. 

Obi, His modesty should discover itself not only In his expressionf 
at the beginning, but in his whole manner ; in his looks, in his ges- 
tures, in the tone of his voice. Every attditory take in good part those 
marks of respect and awe, which are paid to them by one who address- 
es them. Indeed the modesty of an introduction should never betray 
any thing mean or abject. It is always of great use to an orator, tha^ 
together with modesty and deference to his heaien, he should shew a 

22 
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4artain MDse of digpitjr, arising from a perauasion of the justice or tm- 
poitance of the subject on which he is to speak. 

486. In the fourth place, m introduction should usually he 
carried on in the calm manner. This is seldom the place for 
vehemence and passion. Emotions must rise as the discourse 
advances. The minds of the hearers must be gradually pre- 
pared, before the speaker can venture on strong and passion- 
ate sentiments. 

Obs. The exceptions to this rule are, when the subject is such, that 
ttie very mention of it naturally awakens some passionate emotion ; or 
when the unexpected presence of some person or object, in a popular 
assembly, inflames the speaker, and makes him breaJc forth with unu- 
mial warmth. Either ot these will justify what is called the exordium 
ab ahrupto. 

Kxample. Thus the appearance ofCatiline in the senate renders the 
vehement beginning of Cicero's first oration against him very natural 
and proper: " Quousque tandem abutere, Catilina, patientia nostra?" 
And thus Bishop Atterbury, in preaching from this text, " Blessed is 
he, whosoever shall not be offended in me," ventures on breaking forth 
with thi» bold exordium : ** And can any man then be offended in 
thee, blessed Jesus ?" 

487. In the fiflh place, it is a rule in introductions, not to 

anticipate any material part of the subject. 

Obs, When topics, or arguments, which are afterwards to be enlarg- 
ed upon, are hinted at^ and, in part, brought forth in the introduction, 
(hey lose the grace of novelty upon their second appearance. The im- 
pression intended to be made by any capital thought, is always made 
with the greatest advantage, when it is made entire, and in its proper 
place. 

488. In the last place, the introduction ought to be pro- 
portioned, both in length and in kind, to the discourse that 
IS to follow : in length, as nothing can be more absurd than 
to erect a very great portico before a small building ; and in 
kind, as it is no less absurd to overcharge, with superb orna- 
ments, the portico of a plain dwelling-house, or to make the 
entrance to a monument as gay as that to an arbour. Com- 
mon sense directs, that every part of a discourse should be 
suited to the strain and spirit of the whole. 

Scliolium. These are the principal rules that relate to introductions. 
They are adapted, in a great measure, to discourses of all kinds. In 
pleadings at the bar, or speeches in public assemblies, particular care 
must be taken not to employ sucn an introduction as the adverse party 
may lay hold of, and turn to his advantage. 

489. After the introduction, what commonly comes next 
in order, is the proposition, or enunciation, of the subject. 
Concerning the proposition, it is to be observed, that it should 
be as clear and distinct as possible, and expressed in few and 
plain words, without the least affectation. 
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490. To this generally succeeds the division^ or the laj^ 
ing down the method of the discourse; on which it is necei^ 
sary to make some observations. 

Ob8» We do not mean, that in every discourse, a formal division or 
distribution of it into parts, is requisite. There are many occasions of 
public speaking, when this is neither requisite, nor would be proper; 
when the discourse, perhaps, is to be short, or only one point is to be 
treated of; or when the spesJcer does not choose to warn his hearers 
of the method he is to follow, or of the conclusion to which he seeks to 
bring them. Oi'der, of one kind or other, is, indeed, essential to every 
good discourse ; that is, every thing should be so arranged, that what 

foes before may eive light and force to what, follows. But this may 
e accomplished by means of a concealed method. What we call A 
vision is, when the method is propounded in form to the hearem. 
The discourse in which this sort of division most commonly tiUces 
place, is a sermon. 

491. In a sermon, or pleading, or any discourse, where di» 
vision is proper to be used, the most material rules are, 

492. First, that the several parts into which the subject is 

divided be really distinct from one another ; that is, theU no 

one include another, 

Obs. It were a very absurd division, for instance, if one should pro- 
pose to treat first, of the advantages of virtue, and next, of those of jus- 
tice or temperance ; because the first head evidently comprehends the 
second, as a genus does the species. He who proceeds in this method 
involves his subject in disorder and indistinctness. 

493. Secondly, in division, we must take care to foUow 
the order of nature ; beginning with the simplest points, such 
as are easiest apprehended, and necessary to be first discuss- 
ed ; and proceeding theQce to those which are built upon 
the former, and which suppose them to be known. We 
must divide the subject into those parts into which it is most 
easily and naturally resolved ; that it may seem to split itself, 
and not be violently torn asunder : '' Dividere," as is c<m>- 
monly said, ** non fi'angere.'' 

494. Thirdly, the several members of a division ought to 
exhaust the subject ; otherwise, we do not make a complete 
division ; we exhibit the subject by pieces and corners only, 

^ without giving any such plan as displays the whole. 

495. Fourthly, the terms in which our partitions are ex- 
pressed, should be as concise as possible. Avoid all circun^- 
locution here. Admit not a single word but what is neces- 
sary. Precision is to be studied, above all things, in laying 
down your method. 

Obs, It is this which chiefly makes a division appear neat and ele- 
gant ; when the several heads are propounded in the clearest, most 
expressive, and, at the same time, the fewest words possible. This 
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Bvrer &U0 to ttrike the hearera agreeably ; and if, at the same time, of 
great cooflequence towarda making the divisiona be more easily re- 
membered. 

496. Fifthly, avoid an unnecessary multiplication of heads. 
To sj^it a subject into a great many minute parts, by divis- 
ions and subdivisions without end, has always a bad effect 
in 



Ob$. It may be proper in a logical treatise ; but it makes an ora- 
tion appear hard and dry, and unnecessarily fatigues the memory. In 
a sermon, there may be from three to five or six heads, including sub- 
divisions : seldom should there be more. 

497. The next constituent part of a discourse, which we 
mentimied, was narratian, or explication, 

Ob9, We put these two together, both because they fall nearly under 
the same rules, and because they commonly answer the same purpose ; 
■erving to illustrate the cause, or the sul^ect of which the orator 
treats, before he proceeds to argue either on one side or oth^r ; or to 
make any attempt for interesting the passions of the hearers.' 

JUus. 1. In pleadings at the bar, narration is often a very important 
part of the discourse, and requires to be particularly attended to. Be- 
sides its being iano case an easy matter to relate witii fprttce and pip»- 
priet^, there is, in narrations at the bar, a peculiar difficulty. The 
pleader must say nothing but what is true ; and, at the same time, he 
must avoid sayine any thine that wilt hurt his cause. 
' 2. The &cts which he relate!, are to be the ground- work of all his 
future reasoning. To recount them so as to keep strictly within the 
bounds of truth, and yet to present them under the colours most fa- 
vourable to his cause ; to place, in the most striking lieht, every cir- 
eumstance which is to his advuntage, uhI to soften and weaken such 
•i make against him, demand no smul exertion of skill and dexterity. 
He must uways remember, that if he discovers too much art, he de- 
feats his own purpose, and creates a distrust of bis sincerity. 

496. To be clear, and distinct, to be probable, and to be 
concise, are the qualities which critics chiefly require in narra- 
tion ; each of which carries, sufficiently, the evidence of its 
importance. 

Jlhu, 1. i)t«<tnefness belongs to die whole train of the discourse, but 
is especially requisite in narration^ which ought to throw light on all 
that follows. A fact, or a single circumstance left in obscurity, and' 
misapprehended by tiie judce, may destroy the efieet of all the argu- 
ment and reasonine which the speaker employs. If his narration be 
improbable, the judge will not regard it; and if it be tedious and dif- 
fuse, he will be tired of it, and forget it. 

2. In order to produce dtsttftelness, besides the study of the general 
rules of perspicuity which were formerly given, narration requires par- 
ticular attention to ascertain clearly the natntSy the dotes, ,tlke placeMg 
and etery other material circumstance of the facts recounted. 

8. In order to be probable in narration, it is material to enter into 
iib% tkaraeter* of the persons of whom we speak, and to shew that their 
aetians proceeded from such motives as are natural, and likely to gain 
belief. 
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4. In order to be as concise as the subject will admit, it is necessary 
to throw out all superfluous circumstances ; the ejection of which wiU 
likewise tend to make our narration more forcible and more clear. 

Obs. In sermons, where there is seldom any occasion for narrati<m. 
explication of the subject to be discoursed on comes in the place of 
narration at the bar, and is to be taken up much on the same tone : 
that is, it must be concise, clear, and distinct; and in a style correct 
and elegant, rather than highly adorned. To explain- the doctrine of 
the text with propriety; to give a full and perspicuous account of the 
nature of that virtue or duty which forms the subject of the discourse* 
is properly the didactic paj^ of preaching ; on the right executioii of 
which much depends for all that comes afterwards in the way of per- 
suasion. 

499. Of the argumentative or reasoning part of a dis- 
course. In whatever place, or od whatever subject, one 
speaks, this, beyond doubt, is of the greatest consequence. 
For the great end for which men speak on any serious occa- 
sion, is to convince their hearers o^ something being either 
true, or right, or good ; and, bjr means of this conviction, to 
influence their practice. Reason and argument make tlw 
foundation of all manly and persuasive eloquence. 

500. Now, with respect to arguments, three things are r^ 
quisite. 

First, the invention of them ; 

Secondly, the proper disposition and arrangement of them ; 
And, thirdly, the expression of them in such a style and 
manner, as to give them their full force. 

501. The first . of these, invention, ib, yfiihont doubt, the 
most majterial, and the ground-^ork of the rest. 

Obs. 1. But, with' respect to this, it is beyond the power of art to give 
any real assistance. Art cannot go so far, as to supply a speaker with 
arguments on every cause, and every subject ; though it maybe of 
considerable use in assisting him to arrange and express those, which 
his knowledge of the subject. has discovered. For it is one thing to 
discover the reasons that are most proper to convince men, and an- 
other, to manage these reasons with the most advantage. The latter 
is idl that to which rhetoric can pretend. 

2. The assistance that can be ^ven, not with respect to the invention, 
but with respect to the disposition and conduct of arguments, may be 
reduced to the following methods. 

502. Two different methods may be used by orators in the 
conduct of their reasoning. The terms of art for these meth** 
ods are, the analytic, and the synthetic method. 

nius. The analytic is that in which the orator conceals his intention 
concerning the point he is to prove, till he has gradually brought his 
hearers to the designed conclusion. They are led on step by step, 
from one known truth to another, till the conclusion be stolen upon 
fhem, as the natural consequence of a chain of propositions. 

Example, When one, intending to prove the being of a God, sets ou 
22» 
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wl<h obsenrinr Chftt every thing whifch we tee in the worM has hoi a 
beginning ; mat whatever haa had a besinniiiff must have had apHor 
eauie; that fai hmmem productioiia, art, snewn m the effect, Decesearily 
infers design in the eauae ; and proceeds, leading you on from one eaiue 
to another,' till you arrive at one supreme first cause, fitun whom are 
derived all the order and design visible in his works. 

Ob$. This is much the same with the Soeratic method, by which 
Aat philosopher siienced the Sophists of his age« It is a very artful 
method of reaaoninff ; may be carried on with much beauty, and is 
proper to be used when the hearers are much prejudiced aninst any 
trutii, and by imperceptible steps must be led to conviction. But there 
are few subjects diat will admit this method, and not many occasions 
on which it is proper to be employed. 

603. The mode of reasoning most generally uaecl, and 
most suited to the train of popular speaking, is what is callcfd 
the synthetic; when the point to be proved is fidrly laid 
down, and one argument after another is made to bear upon 
it, till the hearers be full^tconvinced. 

MUui, Now, in all arguing, one of the first things to be attended to, is, 
among the various arguments which may occur upon a cause, to make 
a proper selection of such as appear to one's self the most solid; 
a^ to employ tt^ese as the chief means of persuasion. Every speaker 
shpttld place himself in the situation of a hearer, and ihink how he 
would be affected by those reasons, which he purposes to employ for 
persuading others. For he must not expect to impose on mankind by 
mere arts of speech. They are not so easily imposed on, as public 
speakers are sometimes apt to think. Shrewdness and sagacity are 
found among all ranks ; and the speaker may be praised for his fine 
diacourse, while the hearers are not yet persuaded of the truth of any 
one thing he has uttered. 

504. Supposing the arguments properly chosen, it is ef k- 
dent that their effect will, in some measure, d^)end on the 
right arrangement of them ; so as they shall not justle and 
embarrass one another, but give mutual aid ; and bear with 
the fairest and fullest direction on the point in view. Coi^ 
cerning this, the following rules may be taken : 

505. In the first place, 4waid blending arguments con- 
fusedly together, that are of a separate nature. All argu- 
ments whatever are directed to prove one or other of these 
three things : first, that something is true ; secondly, that it 
is morally right or -fit; or, Mtrc2^y, that it is profitable and 
good. 

506. These make the three great subjects of discussion 
among mankind ; truth, duty, and interest. But the arguments 
directed towards any one of them are generally distinct ; and 
he who blends them all under one topic, which he calls his 
argument, as, in sermons especially, is too oflen done, will 
rendar his reasoning indistinct and inel^ant. 
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Jlfuf . Suppose, for instance, fhat you are Tecommending to an au^- 
ence beneyolenee, or the love of our neighbour; and that you take 
your first argument from the inward satisfaction which a benevolent 
temper affords ; your seeond, from the obligation which the example 
of Christ'lays upon you to ttiis duty ; and your third, from its tenden- 
cy to procure us the good- will of aU around us ; your arguments are 
good, but you have arranged them wrone : for your first and third ar* 
guments are talienfrom considerations o? interest, internal peace, and 
external advantages ; and between these, you have, introduced one, 
which rests wholly upon duty. You should have kept those claaste of 
arguments, which are addressed to different principles in human na- 
ture, separate and distinct. 

507. In the second place, with regard to the different dls- 
grees of strength in arguments, the general rule is, to ad- 
rance in the way of climax, ^ ut angeatur semper, et incres- 
oat oratio." 

Obs. 1. This especially is to l)e the course,' when the weaker has a 
clear cause, and is confident that he can prove it fully. He may then 
adventure to begin with feebler arguments ; rising gradually, land not 
putting forth his whole strength till the last, when he can trust to his 
making a successful impression on the minds of his hearers, prepared 
by what has gone before. 

2. But this rule is not to be always followed, for, if he distrust 
his cause, and has but one material argument on which to lay the 
stress, putting less confidence in the rest, in this case, it is often proper 
for him to place this material argument in the front ; to pre-occupy 
the hearers early, and make the strongest efibrt at first ; that, having 
removed prejudices, and disposed his hearers to be favourable, the rest 
of his Teasonine may be listened to with more candour. When it hap- 
pens, that amidst a variety of arguments, there are some which we are 
sensible are more inconclusive than the rest, and yet proper to be used, 
Cicero advises to place these in the middle, as a station less conspicu- 
ous than either the beginning, or the end, of the train of reasoning. 

506. In the third place, wh^[i our argutnents are strong 
and satisfactory, the more they are distinguished and treated 
apart from each other, the better. Each can then bear to be 
brought out by itself, placed in its full light, amplified and 
recited upon. But when our arguments are doubtful, and 
only of the presumptive kind, it is safer to throw them togeth*. 
er in a crowd, and to run them into one another ; that, though 
infirm of themselves, they may serve mutually to prop each 
other. 

509. In the fourth place, we must observe not to extend 
arguments too far, s^d multiply them too much. If we do, 
we rather render our cause suspected, than give it weight. 
An unnecessary multiplicity of arguments both burdens the 
memory, and detracts from the weight of that convictioB 
which a few well-chosen arguments carry. 

Ob». It is to be observed, too, that in the an^yUation of arguments. 
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a di0u0e and ipreading method, beyond flie bounds of reasonable 11- 
Instrationy is ^ways enfeebling. It takes off greatly from that strength 
and sharpness which should be the distingnishinK character of the ar- 
comentative part of a discourse. When a speacer dwells long on a 
BTourite argument, and seelcs to turn it into every possible light, it al- 
most always happens, that, fatigued with the e£R>rt, he loses the spirit 
with which he set out, and concludes with feebleness what he began 
-with force. There is a proper temperance in reasoning, as there is in 
other parts of a discourse. 

510. After due attention given to the proper arrangement 
of arguments, what is next requisite for their success, b, to 
express them in such a style, and to deliver them in such a 
manner, as shall give them full force. 

51 1. We now proceed to another essential part of discourse, 
which was mentioned as the fifth in order, that is, the 
pathetic; in which, if any where, eloquence reigns, and 
exerts its power. 

512. On the head of the pathetic, the following directions 
may be found useful. 

513. The first is to consider carefully, whether the subjecl 
admit the pathetic, and render it proper; and if it does, 
what part of the discourse is the most proper for attempt- 
ing it. 

05s. 1. To determine these points belongs to good. sense; for it Is 
evident, that there are many subjects which admit not the^ pathetic at 
all, and that even in those that are susceptible of it, an attempt to ex- 
cite the passions in the wrong place, may expose an orator to ridicule. 
All that can be said in general is, that if we expect any emotion which 
we raise to have a lasting effect, we must be careful to bring over to 
our side, in the first place, the understanding and judgment. 

2. The hearers must be convinced that there are good and sufficient 
grounds for their entering with warmth into the cause. They must be 
able to justify to themselves the passion which they feel ; and remain 
satisfied that they are not carried away by mere delusion. 

3. Unless their minds be brought into this state, although they may 
have been heated by the orator's discourse, yet, as soon as he ceases to 
roeak, they will resume their ordinary tone of thought ; and. the emo- 
tion which he has rttised will produce no effect 

4. Hence most writers assign the pathetic to the peroration or con- 
clusion, as its natural place ; and, no doubt, all other things being 
equal, this is the impression diat one would choose to make last, leav 
ing the minds of the hearers warmed with the subject, after argument 
and reasoning had produced their fiill effect : but wherever it is intro- 
duced, observe, 

514. In the second place, never to set apart a head of a 
discourse in form, for raising any passion ; never give warn- 
ing that you are about to be pathetic ; and call upon your 
hearers, as is sometimes done, to follow you in the attempt 
This almost never fails to prove a refirigerant to passion. It 
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puts the hearers immediately on their guard, and disposes 
them for criticising, much more than for being moved. 

Obi. The indirect method of making an impression is likely to be 
more successful, when you seize the critical moment that is favourable 
to emotion, in whatever part of the discourse it occurs, and then, after 
due preparation, throw in such circumstances, and present such glow- 
ing images, as may kindle their passions before they are aware. Thifl 
can often be done more happily, in a few sentences inspired by natur- 
al warmth, than in a long and studied address. 

515. In the third place, it is necessary to observe, that 
there is a great difference between shewing the hearers that 
they ought to be moved, and actually moving them. 

nhts. To every emotion or passion, nature has adapted a set <^ cor- 
responding objects ; an(}, without setting these befdre the mind, it is 
not in the power of any orator to raise that emotion. 1 am warmed 
with gratitude, I am touched with compassion, not when a speaker 
■hews me that these are noble dispositions, and that it is my duty to 
feel them ; or when he exclaims against me for my indifierence atid 
coldness. All this time, he is speaking only to my reason or con- 
science. He must describe the kindness and tenderness of my friend ; 
he must set before me the distress suffered by the person for whom ha 
would interest me : then, and not till then, .my heart begins to h% 
touched, my eratitude or my compassion begins to flow. % 

Scholium. The foundation, therefore, of s3l successive execution In 
the way of pathetic oratory is, to paint the object of that passion which 
we wish to raise, in the most natural and striking manner ; .to describe 
this object with such circumstances as are likely to awaken in the 
minds of others the passion which we wbh to raise. Every passion is 
most strongly excited hj sensation ; as anger by the feeling of an in- 
jury, or the presence of'^the injurer. Next to me influence of sense, is 
that of memory ; and next to memory, is the influence of the imagina- 
tion. Of this power, dierefore, the x)rator must ai^ail himself, so a^ to 
strike the imagination of the hearers witii circumstances which, in 
lustre and steadiness, jres^ble l^ose of sensation and remembrance. 
In order to accomplish this, 

516. In the fourth place, the only effectual method is, to 
be moved yourselves. There are a thousand interesting 
circumstances suggested by real paBsion, which no art can 
imitate, and ao remiement can supply. There is obviously 
a contagion among the pas^ons. 

Ob», The internal emotion of the speaker adds a pathos to hb words, 
his looks, his gestures,' and his whole manner, which exerts a power 
almost irresistible over those who hear him. But on this point, though 
the most material of all, we shall not insbt, as all attempts towards 
becoming pathetic, when we are not moved ourselves, expose us to 
certain ridicule. 

517. In the fifth place, it is necessary to attend to the 
proper language of the passions. We should observe in 
what manner any one expresses himself who is under the 
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power of a real and a strong passion; and we ahall always 
find his language unaffected and simple. 

lllus. 1. It may be animated, indeed, with bold and strong fieures, 
but it will have no ornament or finery. He is not at leisure to follow 
out the play of imagination. His mind being wholly seized by one ob- 
ject, which has heated it, he has no other aim', but to represent that is 
all its circumstances, as stron&ly as he feels it. 

2. This must be the style pf die orator when he would be pathetic ; 
and this will be his style, if he speaks from real feeling : bold, ardent, 
simple. No sort of description will then succeed, but what is written 
** fervente calamo." If he stay till he can work up his style, and pol- 
ish and adorn it, he will infadlibly cool his own ardour ; and then he 
will touch the heart no more. His composition will become frieid; it 
will be the language of one who describes, but who does not feel. 

8. We must take notice, that there is a great difierence between 
ainting to the imagination, and painting to the heart. The one may 
e done coolly and at leisure : the other must always be rapid and ar- 
dent. In the former, art and labour may be suffered to appear ; in the 
latter, no effect can follow, unless it seem to be die work of nature only. 

518. In the sixth place, avoid interweaving any thing of a 
foreign nature with the pathetic part of a discourse. 

Ob$. 1. Beware of all digressions, which may interrupt or turn adide 
the natural course of the passion, when once it begins to rise and swell. 

2. Sacrifice all beauties, however bright and snowy, which would 
divert the mind from the principal object, an^ which would amuse th« 
imagination, rather than touch the heart. 

8. Hence comparisons are always dangettius, and generally quite 
improper, in the midst of passion. 

4. Beware even of reasoning unseasonably ; or, at least, of carrying 
on a long and subtile train of reasoning, on occasions when the princi- 
pal aim IS to excite warm emotions. 

519. In the last place, never attempt prolonging the pa- 
thetic too much. Warm emotions are too violent to be last- 
ing. Study the proper time of making a retreat ; of making 
a transition from the passionate to the calm tone ; in such a 
manner, however, as to descend without falling, by keeping 
up the same strain of sentiment that was carried on before, 
though now expressing it with more moderation. 

Obs, Above all things, beware of straining passion too far ; of at- 
tempting to raise it to unnatural heights. Preserve always a due re- 
gard to what the hearers will bear ; and remember, that he who stops 
not at the proper point ; who attempts to carry them farther, in pas- 
don, than they will follow him, destroys his whole design. By endeav- 
ouring to warm them too much, he takes the most effectual method of 
fi'eezing them completely. 

^20. Concerning the peroration or conclusion, it is 
needless to say much, because it must vary so considerably, 
according to the strain of the preceding discourse. 

Obs. 1. Sometime? the whole pathetic part comes in most properly 
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at the peroration. Sometimes, when the discourse has been entirely 
argumentative, it is fit to conclude with summing up the arguments, 
placing them in one view, and leaving the impression of them full and 
strong on the mind of the audience. For the great rule of a conclusion, 
and what nature obviously suggests, is to place (hat last on which we 
choose that the strength of our cause should rest. 

2. In sermons, inferences from what has been said, make a common 
conclusion. But inferences, to rise naturally, should so mjiich agree 
with the strain of sentiment throughout the discourse, as not to break 
the unity of the sermon. For inferences, how justly soever they may 
be deduced from the doctrine of the text, yet have a bad effect, if, at 
the conclusion of a discourse, they introduce some subject altogether 
new, and turn off our attention from the main object to which the 
preacher had directed our thoughts. They appear, in this case, Uke 
excrescences jutting out from the .body, and forming an unnatural ad- 
dition to i^^ they tend to enfeeble the impression which the composi- 
tion, as a whole, is calculated to make. 

Scholium. In every discourse, it is a matter of importance to hit the 
precise time of concluding, so as to bring our subject just to a point; 
neither ending abruptly and unexpectedly ; nor disappointing the ex- 
pectation of the hearers, when they look for the close ; and continuing 
to hover round and round the conclusion, till they become heartily tired 
of us. We should endeavour to go off with a good grace ; not to end 
with a languishing and drawling sentence ; but to close with dignity 
and spirit, that we may levre the minds of the hearers warm ; and 
dismiss them with a favourable impression of the subject, and of the 
speaker. r 



CHAPTER VI. 

HISTORICAL WRITING. 



621. AS it is the affice of an orator to persuade, it is that 
of an HISTORIAN to record truth for the instruction of n^an- 
kind. This is the proper object and end of history, from 
which may be deduced many of the laws relating to its com- 
position ; and if this object were always kept in view, it 
would prevent many of the errors into which persons are 
i^t to fall concerning this species of composition. 

Obs. As the primary end of history is to record truth, in^artialityf 
fidelity, and accuracy are the fundamental qualities of an historian. He 
must neither be a panegyrist nor a satirist. He must not enter into 
foction, nor give scope to affection ; but, contemplating past events 
and characters with a cool and dispassionate eye, must present to his 
readers a faithful copy of human nature.^ 

522. Historical composition is understood to comprehend 
under it^ annals, memoirs, lives. But these are its inferior, 
subordinate species, on which we shall hereafter malie some 
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reflections, when we shall have first considered what belongv 
to a regular work of history. Such- a work is chiefly of two 
kinds. Either the entire history of some state or kingdom 
through its different revolutions, such as Livy's Roman His- 
tory ; Hume's History of England; or the history of some 
one great event, or some portion or period of time which may 
be considered as making a whole by itself; such as Thucy- 
dides's History of the Peloponnesian War, Davila's History 
of the Civil Wars of France, or Clarendon's of those of 
England ; Robertson's History of Charles V. 

Ob». 1. In the conduct and management of his subject, the first at- 
tention requisite in an historian, is to give it as much unity as possible ; 
that is, his history should not consist of separate unconnected parts 
merely, but should be bound together by some connecting principle, 
which shall madce on the mind the impression of something that is one, 
whole and entire. 

2. In eeneral histories, which record the afiairs of a whole nation or 
Mnpire throughout several ages, this unity will be more imperfect. 
Yet even there, some decree of it can be preserved by a skilful writer. 
For tiiough the whole, t&en together, be very complex, yet the great 
constituent parts of it form so many subordinate wholes, when taken 
by themselves ; each of which can be treated both as complete within 
itself, and as Connected with what goes before and follows. 

lUus, 1. In the history of a monarch, for instance, every reign should 
have its own unity ; a beginning, a middle, and an end, to the system 
of affiurs ; while, at the same time, we are taught to discern how that 
system of affidrs rose from the preceding, and how it is inserted into 
what follows. We should be able to trace all the secret links of the 
chain, which binds together remote and seemingly unconnected events. 

2. In some kingdoms of Europe, it was the plan of many successive 
princes to reduce the power of their nobles ; and during several reigns, 
most of the leading actions had a reference to this end. In oSier 
states, the rising power of the Comtnons influenced, for a tract of time, 
the course and connection of public affairs. 

8. Among the Romans, the leading principle was a gradual exten- 
sion of conquest, and the attainment of universal empire. The con- 
tinual increase of their power, advancing towards this end from smaU 
beginnings, and by a sort of regular progressive plan, furnished to 
Livy a happy subject for historical unity, in the midst of a great vari- 
ety of transactions. 

523. In order to fulfil the end of history, the author must 
study to trace to their springs the actions and events which 
he records. Two things are especially necessary for his do- 
ing this successfully ; a thorough acquaintance with human 
nature, and political knowledge, or acquaintance with gov- 
ernment. The former is necessary to account for the con- 
duct of individuals, and to give just views of their charac- 
ter ; the latter to account for the revolutions of government, 
and the operation of political causes on public affairs. Both 
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must concur, in order to form a comj^etelf instructive his- 
torian. 

524 The first requisites of historical narration, are char^ 
ness, order, and due connection. To attain these, the histCH 
rian must he completely master of his subject ; he must see 
the whole as at one view ; and comprehend the chain and de- 
pendence of all its parts, that he may introduce every thing' 
in its proper place ; that he may lead' us smoothly along the 
tract of affairs which are recorded, and may always give us 
the satisfaction of seeing how one event arises out of another. 
Without this, there can be neither pleasure nor instruction, 
in reading history. 

Obs. Much for this end will depend on the observance of that unity 
in the general plan and conduct, which has already been recommend- 
ed. Much too wUl depend on the proper management of transitions. 
I'his forms one of the chief ornaments of this kind>^ writing, and in 
one of the most difficult in execution. Nothing tries an historian's 
abilities more, ttian so to lay his train beforehand, as to make us pass 
naturally and agreeably from one part of his subject to another ; to 
employ no clumsy and awkward junctures; and to contrive ways and 
means of forming some union among transactions, which seem to b« 
most widely separated from one another. 

625. In the next place, as history is a very digni^ed spe- 
cies of composition, ^ram'^^ must always be maintained in 
the narration. There must be no meanness nor vulgarity 
in the style ; no quaint, nor colloquial phrases ; no affecta- 
tion of pertness, or of wit. The smart, or the sneering man- 
ner of telling a story, is inconsistent with the historical cha- 
racter. 

Ob$, On occasions where sy light and ludicrous anecdote is proper 
to be recorded, it b genersdly hetter to throw it into a note than 
to hazard becoming too familiar by introducing it into the body of the 
work. 

526. But an historian may possess' these qualities of be- 
ing perspicuous, distinct, and grave, and may notwithstand- 
ing be a dull writer ; in which case we shall reap littie ben- 
efit from his labours. 

Obs. We shall read him without pleasure ; or, most probably, we 
shall soon give over reading him at all He must dierefore study to 
render bis narration interesting ; which is the quality that chiefly dis- 
tinguishes a writer of genius and eloquence. 

527. Two things are especially conducive to this; the 
first is, a just medium, in the conduct of narration, between 
a rapid or crowded recital of facts, and a prolix detail. The 
former embarrasses and the latter tires us. 

Obs, 1. An historian that would interest us, must know when to be 
23 
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condset and when he ought to enlarge; passing concisely over 
dight and unimportant events, but dwelttng on such as are striking and 
considerable in their nature, or pregnant with consequences ; prepar- 
ing beforehand our attention to them, and bringing tiiem forth into 
tlM most full and conspicuous light. 

2. The next thing he must attend to, is a proper selection of the cir- 
eumstances belonging to those events which he chooses to relate fully. 
€kneral facts make a sKght impression on the mind. It is by means 
of circumstances and particulars properly chosen, that a narration be- 
comes interesting and affecting to the reader. These give life, body, 
and colouring to the recital of facts, and enable us to behold them as 
present, and passing before our eyes. It is this employment of cir- 
cumstances, in narration, that is properly termed historical painting. 

528. The ancients employed one embellishment of "histo- 
ry which the moderns have laid aside, namely, orations, 
which, on weighty occasions, they put into the months of 
■ome of their chief personages. 

Obs. 1. By means of these, they diversified their history ; they con- 
veyed both moral and political instructioDf; and, by the oj^osite ar- 
guments which were employed, they gave us a view of the sentiments 
cf different parties. 

9. Orations may be an embellishment to history ; such might alfpo 
poetical compositions be, when introduced under the name of some of 
die personages mentioned in the narratfon, who were known to have 
possessed poetical talents. But neither can the one nor the other find 
a proper place in history. 

8. Instead of inserting formal orations, the method adopted by later 
writers seems better and more natural ; that of the historian, on some 
great occasion, delivering, in his own person, the sentiments and rea- 
sonings of the opposite parties, or the substance of what was under- 
stood to be spoken in some public assembly ; which he may do without 
the liberty of fiction. 

529. The drawing of characters is one of the most splen- 
did, and, at the same time, one of the most difficult orna- 
ments of historical composition. For characters are general- 
ly considered as professed exhibitions of fine writing ; and 
an historian who seeks to shine in them, is frequently in 
danger of carrying refinement to excess, from a desire of ap- 
pearing very profound and penetrating. He brings together 
so many contrasts, and subtile oppositions of qualities, that 
we are rather dazzled with sparkling expressions, than en- 
tertained with any clear conception of a human character. 

Obs. A writer who would characterize in an instnicdve and master- 
ly manner, should be simple in his style, and should avoid all quaint- 
ness and affectation; at the same time, not contenting himself with 
givlDflf us general outlines only, but descending into, those peculiarities 
which mark a character in its most strong and distinctive features. The 
Greek Historians sometimes give eulogiums, but rarely draw fiill and 
professed characters. The two ancient authors who have laboured 
this part of historical composition most, are Sallust and Tacitus. 
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530. As hbtory is a species of writing designed for the 
instruction of mankind, sound morality should always reign 
in it. Both in, describing characters, and in relating trans- 
actions, the author should always shew himself to be on the 
side of virtue. 

Obs. 1. To deliver moral instructioQ in a fohmta] manner, MH not 
witiiin his province ; but both as ja good man, and aji a good writer, 
we expect that he should evince sentiments of respect for virtue,^ and 
an indignation at flagrant vice. 

2. To^ appear neutral and indifierent with respect to good and bad 
characters, and to affect a crafty and polilica], ra&er &an a moral 
turn of thought, will, besides other bad effects, derogate greatly from 
the weight <h historical composition, and will render the strain of it 
much more cold and uninteresting. We are always most interested 
in the transactions which are relating, when our sympathy is awaken- 
ed by the story, when we become engaged in the fate oi the actors. 
But this, effect can never be- produced by a writer who is deficient in 
sensibUity and moral feeling. 

531. Memoirs denote a sort of composition, in which an 
author does not pretend to give full information of all the 
facts respecting the period of which he writes, but only to 
relate what he himself had access to know, or what he was 
concerned in, or what illustrates the conduct of some person, 
or th^ circumstances of some transaction, which he chooses 
for his subject. 

Obs, I, From a writer of memoirs, fherefinr^, is not expected thm 
same profound research, or enlarged information, as from a writer of 
history. He is not subject to tiie same laws of unvarying dignity and 
gravity. He may talk freely of himself ; he m^y descend into the 
most familiar anecdotes. What is chiefly required of him is, that he 
be sprightly and interesting ; and, especially, that he inform us of 
things mat are useful and curious ; by conveying to us some sort of 
knowledge worth the ac'quiring. 

a. This is a species of writing very enticing to such as love to write 
concerning themselves, and conceive every transaption in which they 
had a share, to be of singular importance. There is no wonder, there- 
fore, that a nation so sprightly as the French should, for more than 
two centuries past, have been pouring forth a whole flood of memoirs ; 
the greatest part <k which are little better than agreeable trifles. 

3. The memoirs of the Duke of Sully, in the state in which they are 
now ^iven to the public, have great merit, and deserve to be mention- 
ed with particular praise. No memoirs approach more nearly to the 
usefulness and the dienity of a full, authentic history. They have the 
peculiar advantage of giving us a beautiful display of two of the most 
illustrious characters which history presents ; Sully himself, one of the 
ablest and most incorrupt ministers, and Henry IV., one of the greatest 
and most amiable prijices of modem times. Dr. Blair says, that he 
knows few books more full of virtue and of good sense, than Sully's 
Memoirs; few, therefore, more proper to form both the heads and the 
hearts of such as are designed for public business, and action^ in the 
world. 
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6d3. BiooRAPHT, or the writing of lives, is a very useful 
kind of composition ; less formal and stately than history ; 
but to the bulk of readers, perhaps, no less instructive ; as it 
affords them the opportunity of seeing the characters and 
tempers, the virtues and failings, of eminent men fully 
display^ ; and admits them into a more thorough and inti- 
mate acquaintance with such persons, than history generally 
aUows. 

Ob; 1. For A writer of fives nay descend, with propriety, into mi- 
nute circumstances, and familiar incidents. It is expected that he 
should rive the private, as well as the public life, oi the person whose 
actions he records ; nay, it is from private life, fit»i familiar, doines* 
tic, and seemingly trivial occurrences, that we often receive most light 
into the real character. 

a. In thtB species of writing, Plutarch has no small merit; and Id 
him we stand indebted for much of the knowledge that we possess, con- 
coming several of t^e most eminent personages of antiquity. Hie 
matter is, indeed, better than his manner ; as ne cannot lay cliaim to 
any peculiar beauty or eleirance. His judgment too, and his accuracy, 
have sometimes been taxed; but whatever defects of this kind he may 
be liable to, his Lives of Eminent Men will always be oonridered as a 
valuable treasure of instruction. 

3. He is remarkable ipr being one of the most humane of all the 
writers of antiquity; less dazzled than many of them are, with the 
exploits cit valour and ambition ; and fond of displaying his g^at 
men to us in the more gentle lights of retirement and private life. 

. 533. A very great improvement has, of late years, been 
introduced into historical composition ; namely, a more par- 
ticular attention than was formerly given to laws^ customs^ 
commerce^ reUgion^ literature, and every other subject that 
tends to shew the spirit and genius of nations. 

06s. 1. It is now understood to be the business of an able historian, 
to exhibit manners, as well as &cts and events ; and, assuredly, what- 
ever diq;>Iays the state and life of mankind, in different periods, and il- 
lustrates the progress of the human mind, is more useful and interest- 
ing tlum the detail of sieges and battles. 

2. The person to whom we are most indebted for the introduction 
of this improvement into history, is the celebrated M. Voltaire, whose 
genius has shone with surprising lustre, in many difierent parts of lit- 
erature. 
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CHAPTER VII. 

or PHILOSOPHICAL WRITING, DIALOGUE, AND BPlSTOtART 
^ CORRESPONDENCE. 

534. PHILOSOPHICAL writing. As the professed ob- 
ject o£ philosophy is to convey instruction^ it is manifest that 
every philoso^ical writer ought to study the ntmost per^icu>> 
ty with respect both to single Words, and the construction of 
sentences. Beyond mere perspicuity^ strict accuracy and 
precision are required in a philoisophical writer. He should 
employ no words, of uncertain meaning, no loose nor indeter* 
minate expressions; and should avoid using words which 
are seemingly synonymous, without carefully attending to 
the variation which they make upon the idea. 

Itlttt. 1. To be clear and precise, then, are requisites which we have 
a title to demand- from ^very philosophical writer. He may possess 
tbese qualities, and^e at the same time a very dry writer. He should^ 
therefore, study some degree of embeUishmenty in order to render his 
composition pleasing and graceful. 

2. t)ne of the most agreeable, and one of the most uselbl embellish- 
ments which a philoso^er can employ, consists in illustrations taken 
from historical facts, and the characters of men. All moral and politi-> 
cal subjects naturally afford scope for these ; and wherever there ii 
room for employing &iem, they seldom fail of producing a happy ef- 
fect. They diversify the composition ; they relieve the mind from the 
fatigue of mere reasoning, and at the same time raise more foil convier 
tion than any reasonings produce : for they take philosophy out of the 
abstract, and give weight to spe^mlation, by shewing its eonnecdon 
with real life, and the actions of^ mankind. 

«535. Philosophical writing admits, besides, of a pdished^ 
a neat, and an elegant style. It admits of metaphors, com- 
parisons, and all the calm figures of speech, by which an au- 
thor may convey his sense to the understanding with clear- 
ness and force, at the same time that he entertains the ima* 
gination. 

Ob$, He must take great care, however, that all his ornaments be at 
the chastest kind, never partakine of the florid or the tumi4 ; which 
Is so unpardonable in a professed philosopher, that it is much better 
for him to err on the side of naked simplicity, than on that of too much 
ornament. 

lUtu. In Engliflft, Locke's eelebrated Treatise oh Human Under- 
standing, may be pointed out as a model, on the one hand, of tiie great- 
est clearness and distinctness of philosophical style, with very litue ap- 
proach to ornament; Lord Shanesbury's writings, on the other hand, 
ei^bit philosophy dressed up with all the ornament which it can ad- 

23» 
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nit ; perhftps with more than b perfectly raited to it Staart'e philo* 
fophieal writings are composed with elegance and beauty. 

596. Dialogue writing* Philosophical compositioDy 
when carried on in the way of dialogue and conversation^ 
iometime? assumes a form, under which it mingles foore with 
works of taste. 

Ofr«. Under diis form the ancients have given ns some of their chief 
philosophical works ; and several of the nmlenM have endeavoured to 
Imitate them. 

iUus. Dialogue writing may be executed in two ways, either as di* 
MOt cooversatmo, where none but the speakers appear, which Is tii» 
aaettiod that Plato uses ; or as the recital of a conversation) where the 
author himself appears, and gives an account of what passed in dia- 
eourse ; which is the metho<i that Cicero generally follows. But though 
Aose different methods make some variation in the ferm, y«t the na- 
ture of the composition is, in its elements, the same- in Mh, and la 
therefore subject to the same laws. 

537. A dialogue in one or other of these fonns, on some 
philosophical, moral, or critical subject, when it is well ccmh 
ducted, stands in a high rank among the w<Nrks of taste; 
bi4t is much more difficult in the execution than is commonly 
imagined. For it requires more than merely the intioduo- 
tion of different persons speaking in Accession. 

Uku, 1. It ourht to be a natural and spirited representation of real 
OQQversation ; exhibiting the character and manners of the several 

rakers, and suiting to the character of each that peculiarity <^ 
ught and expression, which distinguishes him from another. 

2. A dialogue, tiius conducted, gives the reader a very agreeaUe en- 
tertainment ; as by means of the debate going on among the persona- 
ges, he receives a iair and full view of both sides of the argument; and 
M, at the. same time, amused with polite conversation, and with a dis- 
play of consistent anid well-supported characters. 

Carol. An author, therefore, who has genius ibr executing such a 
composition after this manner, has it in his power both to instruct and 
to please. 

538. Epistolary whiting possesses a kind of middle 
place between the scirious and amusing q)ecies of composi- 
tion. Epistolary writing appears, at first view, to stretch in- 
to a very wide field. For there is no subject whatever, on 
which one may not convey his thoughts to the public, in the 
form of a letter. 

J/Ztis. For instance : Lord Shailesbury, Mr. Harris, and several other 
writers, have chosen to give this form to philosophical treatises. But 
this is not sufficient to class such treatises under the head of epistolary 
composition. Though they bear, in the title-page» "A letter to a 
friend," after the fu'st address, the friend disappears, and we see that 
it is. In O-uth, the public with whom the author corresponds. Seneca*s 
KpisUes are of this sort. There is no probability that they ever passed 
la correspondence as real letters. They are no other than miscellanA- 
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•oi dJMiirtrtioM CB moral ralyjecli; wbich the aathor, fiir bi* coot«i^ 
ienee, «hoM A» pat into the epietdary fMEsa. £Ten where one write* 
a ml letter on aome fi>rmal topic, aa of moral or retigioua coofolatioii 
to a poraon uider dktfeia, auch aaSir William Tempte has written to 
the Cemiteaa of Eaaez on the death of her daughter, he ia at liberty, on 
auch an occaaion, to write wholly a§ a divine or aa a philoaopher, and 
to aarame the atyle and manner of eitiier without reprehenaion. We 
conaider the author not aa writing a letter, hot aa compoeing a dia- 
oonrae, anited particularly to the. circumatancea of some one peraon. 
Euflters historiea are in the form of lettera. 

$39. Epistolary writing becomes a distinct species of com- 
position, subject to the cognizance of criticism, iHiIy, or chiefr 
ly, when it is of the easy and &miliar kind ; when it is eon- 
▼ersation carried on apon paper, bet#eei^ two friends at a dis- 
tance. 

lUu$, 1. Such an interooarae, when weB conducted, may be render- 
ed yery agreeable to readera of taate. If the aubject of the lettera be 
important, they will be the more valuable. Even though there ahonld 
be nothing ^ery conaiderable in the aul^ect, yet if the ^rit and turn of 
the correqxmdence be agreeable ; if they be written in a aprightly 
manner, and with native grace and eaae, tiiey may atiU be entertain- 
ing ; more eapecidly if diere be any thing to intereat ua, in tiie charae- 
ters of those who write them. 

2. Hence the curioiity which the puUic have alwaya evinced, oon- 
eeining the lettera of eminent persona. We expect in them to diaccH 
ver something of tiieir real character. It is diildiah indeed to expect, 
that in letters we are to find tile whole heart of the author unveiled. 
Concealment and disguiae take place, more or leaa, to all human In- 
tercourse. 

8. But still, aa letters from one friend to ano&er make the neareat 
approach to conversation, we may expect to see more of a character 
displayed in these tiian in other productions, which are designed fhr 
public view. We are pleased with beholding the writer to a sttnation 
which allows him to be at his ease, and to give vent occasionally to the 
overflowings of his heart. 

540. Much, therefore, of the merit, and the agreeableness 
of epistolary writing, will depend on its introducing us into 
some acquaintance with the writer. There, if any where, 
we look for the man^ not for the author. 

IOm». 1. Ita first and fundamental requisite is, to be natwal and $im- 
ple ; far a stiff and laboured manner is as bad in a letter, as it is in 
conversation. This does not banish sprightUnesa and wit. tliese are 
graceful m letters, just as they are in conversation ; when they flow 
eaaily, and without being studied ; when employed so as to season, not 
to cloy. One who, either in conversation or m lettera, affects to shine 
and to sparkle alwaya, will not please long. 

2. The style of letters should not be too highly polished. It ought 
to be neat and correct, but no more. All nicety about words, betrays 
study ; and hence musical penbds, and appearancea of number and har- 
mony in arrangement, should be carefully avoided m lettera. 

3. The beatlettera are commonly auch aa the authora have written 
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wifli matt ihdHty. Wh«t fha heart or flie ImaagaaAm dietetet,iiwfty» 
flo#s readily ; but where diere is no anlsieet lo wami or ittterett theaa, 
eonstmint appears ; and hence, thoae letters of mere eompUment, eon* 
rratulation, or aflected condolence, which hare coat the anthora most 
mour in composing, and which, for that reaaan, they perhaps consider 
aa their master-pieces, nerer faU of being the moat diaagaeeable and 
insipid to the readers. 

4. It onght, at the same Hme, to be remembered, tlAt the ease and 
simplicity which we have recommended in epistolary correspondence, 
are not to be underatood as importing entire carelessness. In writing 
to the most intimate friend, a certain degree of attenUon, both to the 
aubject and the style, is requisite and becoming. It is no more Qian 
what we owe both to ourselyes, and to ikkit friend with whom we cor- 
respond. A alovenly and negticent manner of writing, is adiadbliging 
mark of want of respect The liberty, besides, of writing letters with 
too careless a hand, is apt to betray us into imprudence in what we 
write. 

ft. The first requisite^ both in conversalkNi and eorreapondence* ia to 
attend to all the proper decorums which our own character, and that 
of othera, demand. An imprudent ezpreaaien in conTcrsation may Imb 
forgotten and pass away ; but when we take the pen into our hand, we 
must remember, that « the word which hath been written remains."* 

ExatnpU 1. In our own times, several collections of letters have i»- 
aoed from the press. Among these, Franklin's correspondence holda 
a most distinguished place. 

5. But of all the letters which this or any country hath produced, the 
BMst finished, perhaps, are those of Lord CbeaterfiehL Lady Montn- 
gu*a Letters entitle uer to rank amofig authora of a auperior class« 

ft. The moat distinguished collection of letters, however, in the Eng- 
lish Language, ia that of Pope, Dean 8wift, and their frienda; partiy 
publiahM in Pope's works, and partly in those of Dean Swift. 

* ** Liter* teripta manet." 
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CHAPTER I. 

THE ORIGIN AND PROGRESS OF POETRY. 

641. POETRY is the language of passion, or of enliven- » 
ed imagination, formed, most commonly, into regular nuixb- 
bers. 

542. The historian, the orator, and the philosopher, ad« 
dress themselves, for the most part, primarily to the under- 
standing : their direct aim is to inform, to persuade, ot to in- 
struct. But the primary aim of a poet is to please, and to 
move ; and, therefore, it is to the imagination, and the pas- 
sions, that he speaks. 

Ittua. 1. He may, and he ought to have it in his view, to instruct 
and to reform ; but it is indirectly, and by pleasing and moving, that 
he accomplishes this end. His mind is supposed to be animated by 
some interesting object, which' fires his imagination, or engages his 
passions ; and which, of course, communicates to his style a peculiar 
elevation suited to his ideas ; very different from that mode oi expres- 
sion, which is natural to the mind in its calm and ordinary state. 

2. Tet, though versification be, iif general, the exterior distinction of 
poetry, there are some forms of verse so loose and familiar, as to 
D6 hardly distinguishable from prose ; such as the vene of Terence's 
comedies ; and there is also a species of prose, so measured in its ca^ 
dence, and so much raised in its tone, as to approach very near to po- 
etical numbers ; such as the Telemachus of Fenelon, and tiie English 
translation of Oasian. Dr. Johnson's Rasselas is perhaps of this class 
too. 

8. The truth is, verse and prose, on some occasions, run into one 
another, like light and shade. It is hardly possible to determine the 
exact limit where prose ends, and poetry begins ; nor is there any oc- 
easion for being very precise about the boundaries, as long as the na- 
ture of each is understood. 

543. The Greeks, ever fond of attributing to their own na- 
tion the invention of all sciences and arts, have ascribed the 
origin of poetry to Orpheus, Linus, and Mussus. 
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Oh$, There were, perhaps, mieh perBons as these, who were die first 
distinguished bards in the Grecian countries. But long before such 
names were heard of, and among nations where they were nerer 
Itnown, poetry existed. 

544. It has been often said, and the concurring voice of 
all antiquity affirms, that poetry is older than prose. But in 
what -sense this seemingly strange paradox holds true, has 
not always been well understood. {See Art, 30. cmd HJus.) 

lUtu. 1. There never, certainly, was any period of society in which 
men conversed in poetical numbers. It was in very humble and scan- 
ty prose, as we may easily believe, that the first tribes carried on in- 
tercourse among themselves, relating to the necessities of life. But 
from the very beginning of society, there were occasions on whi^ 
they met together for feasts^ sacrifices, and public assemblies; and 
on all such occasions, it is well known, that mudc, song, and dance, 
constituted their principal entertainment. 

2. It is chiefly in America, that we have had the opportunity of be- 
ing made acquainted with men in their savage state. We learn from 
the particular and concurring accounts of travellers, that, amon^ all 
the nations of that vast continent, especially among the northern tnbea, 
with whom we have had most intercourse, music and song are, at all 
their meetings, carried on with an incredible degree of enthusiasm ; 
that the chiefs of die tribe are those who signalize themselves most on 
such occasions; that it is in sonss they celebrate their religious rites; 
that by these they lament their public and private calamities, the 
death of friends, or the loss of warriors ; express their joy on their 
victories ; celebrate the great actions of their nation, and their heroes ; 
excite each other to perform great ezploitB in war, or to suffer deadi 
and torments with unshaken constancy. (Art, 19. lllus, 1.) 

Carol. Here then we see the first beginnings of poetic compoation, 
in those rude effusions, which the enthusiasm of fancy or passion rag- 

Sested to untaught men, when roused by interesting erents, and by 
leir meeting together in public assemblies. 

545. Man, by nature, is both a poet and a muneian. The 
same impulse which prompted the enthusiastic poetic style, 
prompted a certain melody, or modulation of sound, suited 
to the emotions of joy or grief, of admiration, love, or anger. 
There is a power in sound, which, partly fi-om nature, ps^y 
firom habit and association, makes such pathetic impressions 
on the fancy, as delight even the most wild barbarians. 

Carol, Music and poetry, therefore, had the same rise ; they were 

{>rompted by the same occasions ; they were united in song ; and, as 
ong as they continuc^d united, they tended, without doubt, mutually to 
heig^en and exalt each other's power. 

546. The first poets sung their own verses : and hence 
the beginning of what we call versificatiaH^ or words arran- 
ged in a more artful order than jnrose, so as to be suited to 
some tune or melody. 

JUus, The Hberty of traiiapdrition, or inyersioD, which the*poetle 
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style would naturally aseume^ made it easier to form f&e words into 
some sort of numbers that fell in with, the music ^ the song. Very harsh 
and uncouth, we may easily believe, these numbers would be at first. 
But the pleasure was felt; it was studied ; and versification, by degrees, 
passed into an art. {Art, 26. iZ^tis,) 

CoroU 1. It appears from what has been said, that the first compo- 
sitions, which were either recordedby writing or transmitted by traidi- 
tion* could be no other than poetical compositions. No other but Hiese, 
could draw the attention of men in their rude, uncivilized state. . In* 
deed they knew no other. 

2. Cool reasoning and plain discourse had no power to attract sav- 
age tribes, addicted only to hunting and war. There was nothing that 
could either rouse the speaker to pour himself forth, or draw the crowd 
to listen, but the high powers of passion, of music, and of song. This 
vehicle, poetry, dierefore, and no other, could be employed by chie& 
and legislators, when they meant to instruct or animate their tribes. 

8. There is, likewise, a farther reason why such compositions only 
could be transmitted to .posterity ; because, before writing was invent- 
ed, songs only could last, and be remembered. The ear gave assist- 
ance to the memory, by the help of numbers; fathers repeated and 
sung them to their children ; and by this oral tradition of national bal- 
lads, were conveyed all the historic^ knowledge, and all the instruc- 
tion, of the first ages. 

547. The earliest accounts which history gives us con- 
cerning all nations,. bear testimony to these facts. In the 
first dges of Greece, priests, philosophers, and statesmen, all 
delivered their instructions in poetry. 

lUus. Apollo, Orpheus, and Amphion, their most ancient bards, are 
repres^snted as the first tamers of mankind, the first founders of law 
and civilization. Minos and Thales sung to the lyre the laws which 
they composed ;* and till the age immediately preceding that of Hero^ 
dotus, history had appeared in no other form than that of poetical tales. 

548. In the same manner, among all other nations, poets 
are the first literary characters, and songs are the first com- 
positions that make their appearance. {Illus. 2. Art 544. 
and Art, 2L) 

XUus, Among the Scythian or Gothic nations, many of their kings 
tod leaders were scalders, or poets ; and it is from their rvmc songs, 
that the most early writers of their history, among whom we may 
reckon Saso-Grammaticus, acknowledged, that they, had derived their 
chief information. Among the Celtic tribes, in Gaul, Britain, and 
Ireland, we know, in what admiration their bards were held, and what 
great influence they possessed over the people. They were both po« 
ets and musicians, in each of these countries. They were always near 
die person of the chief or sovereign ; they recorded all hi^ great ex- 
ploits ; they were employed as the ambassadors between contending 
tribes, and their persons were held sacred. 

549. Diversity of climate and of manner of living, hath 
occasioned some diversity in the strain of the first poetry of 

* Strabo, 1. 10. 
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nations ; chiefly, according as tiiose nations are of a more 
ferocious, or of a more gentle spirit; and according as thej 
advance &ster or slower in the'arts of civilization. (Art. 31.) 

iUiM. 1. Thus we find all the remains of the ancient Gothic poetiy 
xemurkably fierce, and breathing nothing but slauefater and blood; 
while the Peruvian and the Chinese songs turned, nvm tiie earliest 
times, upon milder subjects. The Celtic poetry, in the days of Ossian, 
though chiefly of the martial kind, yet had attidned a considend>le 
mixture of tenderness and refinement ; in consequence of &e long 
cultivation of poetry among tiie Celtc, by means of a series and sac- 
eession of bards which had been established for ages. So Lucan in- 
forms us: 

VoB qaoqae aoi IbttM aniindt, belkx^iM perimptpi 

Laodibai in loogun vat^ dimtndit lb eruni 

PIvima Mcuri tudiatu.carmioa bardi.* (L. 44.) 

2. Amonff the Grecian states, the early poetry appears to have re- 
ceived a philosophical cast, from what we are informed concerning 
the subjects of Orpheus, Linus, and Musaeus, who treated of creatioii 
and of chaos, of the generation of the world, and of the rise of tfaings ; 
«nd we know that the Greeks advanced sooner to philosophy, and 
proceeded with a quicker pace in all the arts of refinement, &an most 
other nations. 

8. The Arabians and the Persians have always been the greatest 
poets of the £ast ; and among them, as among other people, poetry 
was the earliest vehicle of all weir learning and Instruction, t 

550. During the infancy of poetry, all the different kinds 
of it lay confused, and were mingled in the same composition, 
according as inclination, enthusiasm, or casual incidents, di- 
rected the poet's strain. 

IUU8. 1. Odes and hymns of every sort, would naturally be among 
the first compositions ; according as' the bards Were moved by reli- 
gious feelings, by exultation, resentment, love,, or any other warm 
sentiment, to pour themselves forth in song. 

2. Plaintive or elegiac poetry, would as naturally arise fi*om la- 
mentations over their deceased iriends. 

3. The recital of the achievements of their heroes, and their anoes- 
tors, gave birth to what we now call epic poetry ; and as, not content 
with simply reciting these, they would infallibly be led, at some of 
their public meetings, to represent them, by introducing diiSerent 
bards speaking in the character of their heroes, and answering each 
other, we find in this the first outlines of tragedy, or dramatic writing. 

551. None of these kinds of poetry, however, were, in the 
first ages of society, properly distinguished, or separated j aa 
they are now, firom each other. Indeed, not only were ths 

* Yoa too, ye bards, whom facred rapturet fim, 
To chauot your heroes to your country's ly^. 
Who consecrate, in ^our immortal strain, 
Brave patriot souls m righteous battle slain ; 
Becnrely now the useful task renew, 
And noblest themes in deathless songs pursue. Amm, 
t Vid. Voyages de Chardin, chap, de la Poesie dM FWiUii 
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different kinds of poetry then mixed together, bat all that we 
now call letters, or composition of any kind, was then Men- 
ded in one mass. 

Obs* 1. When the progress of society brought on a separalSoa of 
tiie different arts and professions of civil life, it led also by degrees to 
a separation of the different literary provinces from each other. 

2. The art of writing was in process of time invented ; {Chap. V, 
Book L) records of past transactions began to be kept; men, occupied 
with the subjects of policy and uscjfiil arts, wished now to be instructed 
and iniormed, as well as moved. They reasoned and reflected upon 
the aflairs of life ; and were interested by what was real, not fiibu- 
lous, in past transactions. 

8. The historian, therefore, now laid aside the buskins of poetry ; he 
wrote in prose, and attempted to sive a faithfiil and judicious relation 
of former events. The philosopher addressed himself chiefly to the 
understanding, The orator studied^to persuade by reasoning* and re- 
tained more or less of the ancient passionate and glowing style, acoor- 
ding as it was conducive to his purpose. (Art, 41. and 42.) 

Carol, Poetry hence became a separate art, calculated chieflv to 
please, and coqbned generally to such subjects as related to the Ima- 
gination and passions. Even its earliest companion, music, was in a 
great measure divided from it. 



CHAPTER II. 

VERSIFICATION. 

552. NATIONS, whose language and pronunciation were 
of a musical kind, rested their versification chiefly upon the 
quantities, that is, the length or shortness «of their syllables. 
Others, who did not make the quantities of their syllables be 
so distinctly perceived in pronouncing them, rested the melo- 
dy of their verse upon the number of syllables which it con- 
tained, upon the proper disposition of accents and pauses in 
reciting it, and frequently upon that return of corresponding 
sounds, which we call rhyme. 

iUuf. 1. The former was the case with the Greeks and Romans; 
the latter is the case with us, and with most modem nations. 

2. Among the Greeks and Bomans, every syllable, or, at least, by 
flur the gpreatest number of syllables, was known to have a fixed and 
determined quantity; and their manner of pronouncing rendered 
lUs so sensible to the ear, that a long syllable was counted precisely 
equal in time to two short ones. 

8» Upon this principle, the number of ^^lables contahed in their 
hexameter verse, was allowed to vary. It mav extend to 17 ; It can 
eontain, when regular, no fewer than 18 ; but the musical time was. 
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Botwithstandiogt precisely the same ia every hexaineter verse, and 
was always equal to (hat of 12 long syllables. 

4. In order to ascertain the regular time of every verse, and the 
proper mixture and succession of long and short syllables which 
oueht to compose it, what the grammarians call metrical feet, daC" 
tylee, tpondees, iambtaeB, &c. were invented. By these measures was 
b'ied the accuracy of composition in every line, and whether it was so 
constructed as to complete its proper melody. 

6. It was requisite, for instance , that the hexameter verse^ should 
have the quantity of its syllables so disposed, that it could be «canned 
or measured by six metrical feet, which might be either dactyles or 
spondees (as the musical time of both of these is the same,) with this 
restriction only, that the fifth foot was regularly to be a dactyle, and 
the last a spondee. 

Ob$. The genius of our language corresponds not, in this respect, 
to the Qreek or Latin ; yet, in me sequel, it is shewn, that English 
poetry has its feet, though differentiy formed from the ancient. We 
rest ue melody of our verse upon the number of syllables which it 
contains, &c. {Art, 652.) ; 

Feet and Pauses are the constituent Parts of Verse, 
We shall consider these separately. 

OF POETICAL F£ET. 

553. A certain number of connected syllables forms a 
foot. These syllables, thus connected, are called feet, be- 
cause it is by their aid that the voice, as it were, steps along 
through the verse, in a measured pace ; and it is necessary 
that the syllables which mark this regular movement of the 
Toice, should, in some manner, be distinguished firom the 
others. 

Illus. 1. This distinction, we have shewn, (IUu8. 1. Art. 552.) was 
made among the ancient Romans, by dividing their syllables into lone 
and short, and ascertaining their quantity, by an exact proportitm oi 
time in sounding them ; tlie long being to the short, as two to one ; 
and the long syllables, being mUs the more important, marked the 
movement. 

2. In English, syllables are divided into accented and unaccented ; 
(lUus. 1. Art. 552.) ; and the accented syllables, being as strongly 
distinguished from the unaccented, by the peculiar stress of the voice 
upon them, are equally capable of marking the movement, and point- 
ing out the regular paces of the voice,- as the long syllables were by 
their quantity, among the Romans. 

554. English feet, formed by an accent on vovirels, are 
exactly of the same nature as the ancient feet, and have the 
«ame just quantity in their syllables. So that, in this respect, 
we have all that the ancients had, and something which they 
bad not. We have in fact duplicates of each foot, yet with 
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^ such a difference j as to fit them for different purposes, to be 

applied at our pleasure. 

Obs. From its nature, every foot has powers peculiar to itself; and 
it is upon the knowledge and right application of these powers, ih^t 
the pleasure and effect of numbers chieny depend. 

555. AU the feet used in poetry consist either of two, or 
of three syllables ; and are reducible to eight kinds ; namely, 
four of two syllables, and four of three, as follows : 

DISSTLL.ARI.]:. TJlI8TLIiABL.&. 

A Trochee — v-' A Dactyle — O v./ 

An Iambus k-/ — An Amphibrach w — \u 

A Spondee An Anapaest \^ \^ — 

A Pyrrhic v> \^ A Tribrach \jf 'Kj \^ 

556. A Trochee has the first syllable accented, and the 
last unaccented : as, " Hateful, pettish." 

557. An Iambus has the first syllable unaccented, and 
the last accented : as, " Betray, consist." 

558. A Spondee has both the words or syllables accent- 
ed : as, " The pale moon." 

559. A Pyrrhic has both the words or syllables unacceni 
ed : as, <* On the tall tree." 

560. A Dactyle has the first syllable accented, and the two 
latter unaccented : as, " Labourer, possible'." 

561. An Amphibrach has the first and last syllables un- 
accented, and the middle one accented : as, '' Delightful, 
domestic." 

562. An AnapsBst has the two first syllable^ unaccented, 
and the last accented : as, '^ ContrHvene, acquiesce." 

563. A Tribrach has all its syllables unaccented : as, 

'^ Numerable, conquerable." 

. Scholium, Some of these feet may be denominated principal feet, as 
pieces of poetry may he wholly, or ehiefly formed of any of them« 
SucH are the Iambus; Trochee, Dactyle, and Anapaest. The others may 
be termed secondary feet ; because their chief use iis to diversify this 
numbers, and to improve die verse. 

We shall first explain the Nature of the principal Feet, 

564. Iambic verses may be divided ii^to several species, 
according to the number of feet or syllables of which they 
are composed. 

Example 1. The shortest form of the English Iambic oonsisti of as 
Iambus, with an additional sl^rt syllable : as, 

DlBdftiAXng, . 

Complaining, 

Conaenting, * 

SepiMiting 
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Obi. We htre no poem of this nkeasare, but it may be met with la 
■Unzu. The Iambus, with this addition, coincides with the Amphi- 
brach. (Jirt. 661.) 

Example 2. The leeond form of our Iambic, is also too short to be 
eontlnued through any great number of lines. It consists of two Iam- 
buses. 

WUU pMLoe Is here i 
What sceoM ivp«ar ! 
To me the rose 
No kHi(Br flows. 

It ■ometimee takes, or it may take, an additional short syllable : ae» 

Upon & mBiiBUUn, 
Beside a fountain. 

Example t. The iStard form consists of ihrte Iambuses. 

In pHcCe fir 8r Diar, 
Or AoMMU or obscure, 
Where wholesome ii the air, 
Or where the most impure. 

It sometimes admits of an additional short syUable : as, 

Ottr htazte nS ISngSt ling&ish. 

Example 4. Tlie fimrth form is oMide up oifiw Iambuses. 

And woSj WLVUtrnf w9uf ifle, 
Find out the peacefiil heiinita0B. 

Example 6. The fifth apedes of English Iambic, consists of jS«e lana- 
buses. 

H8w ISvM, V6w TilSM 6nee, tyCile tMfe nSt, 
T6 whom related, or bj whom besot : 
A heap of dust alolie remains of thee ; 
Tis all thou art, and all the proud shall he. 

BC wise t&-diy, tis midnte t9 d«flr : 
Next daf the ratsl precedent will pleaa-i 
Thus on, till wisdom is pushed out ofiife. 

Ofrs. This b called tiie heroic measure. In its simulest fottn it con- 
sists of five Iambuses ; but by the admission of other feet, as Trochees, 
Daetyles, Anapests, fcc. it h cs^ble of many varieties. Indeed^ most ' 
of the Snglish common measures may be varied in ^the same way» ae 
well as by the difiereQt positioB of their pauses. 

Exasimle 6. The sixth form of our Iambic, is commonly called the 
MexanSrine measure. It consists of stz Iambuses. 

' FBr th0a iit b4t 5f dflst : b« hamblS find hB wise. 

The Alexandrine is sometimes introduced into heroic rhyme ; and 
when used ^Miringly, and with judgment, occasions an agreeable t*^ 

Hoty. 

ThS sSas sun wSste, the skies In stndlte dSci^, 
Soclu (Ul to dust, and mountains melt away ; 
But fizM liis word, his saving pow*r remains : 
Tkfi rMlmf&r ever la»t»y tkjf oum MessuA reigns^ 

Example 7. The seventh and last form of our lambie measure^ is 
made up of seven Iambuses. 

TW LSrd d«Bc«Bded from &b8ve, ibid bOw'd ihlS htavfos hl^ 
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This was anciently written in one line ; but it is now broken mto 
two ; the first containing four feet and the second three. 

Wh«n all thy mSrcUSB, O my G5d ! 

My rifling aoul sweys, 
Transported with the view, I'm lost 

In wonder, love, and pnaae. 

Scholium. In all tibese measures, tiie accents are to be placed . on 
even syllables ; and every line, considered by itself, is, in general, mor« 
melodious, as this rule is more strictly observed. 

565. Trochaic verse is of several kinds. 

Example 1. The shortest Trochaic verse in our language, consists of 
one Trochee and a long syllable. 

THtmfilt cease, 
Sink to peace. 

Oba. This measure is defective in dignity, and can seldom be used 
on serious occasions. 

Example 2. The second English form of the Trochaic consists of 
two feet; and is likewise so brief, that it is furely used for any very 
serious purpose. 

On th^ mSant&in 
By a foomtaili. 

It sometimes contains two feet oft trochees, with an additional long 
syllable: as, 

InthSd&ysSfdld 
Fables plainly told. 

Eixample 3. The third species consists of three trochees : as, 

When 5ur hearts fare mourning : 

or of three trochees, with an additional long syllable : as, 

RSstlSss mSrUUs tSll fSr n5ught : 
Bliss in vain from «arth is sought ; 
Bliss, a native of the sky, 
Never wanders. Mortals, tiy ; 
There you cannot seek in vam ; 
For to seek her is to gain. 

Mixample 4. The fourth Trochaic species consists of four trochees : as. 

Round iis rSais the tempest IdudSr. 

This form may take an additional long syllable, as follows : 

IdK iftSr dinner IB his chUr, 
Bat a fhrmer, mddy, fat, and fahr. 

But this measure is very uncommon. 

Example 5. The fifth Trochaic species is likewise uncommon. It is 
tmaposea of five trochees. 

All thftt wSlk 8n fM 8r ilde In chariSts, 
Alt that dwell in palaces and garrets. 

J^xample 6. The sixth form of the English Trochaic eonsistB of m 
Irocheea: as, 

On t meantHin, strCtch'd beneath & hOary wIUSw, 
Lay a shepherd swaio, and viewed the rolling billow. 

24* 
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Thif seemf to lie fhe loncest Trochaie line thtt cor ItngRitft admfte. 
Oh; In all thate Trochuc meamirM, the accent ia to oe plaeed on 
die odd syllablei. 

50B. The Dactylic verse being very imcommony we shall 
gire only one example of one species of it : 

Frtoi tM Kw pIMaftift srtbtt nUMn nttlm, 
Blao we to liigver, Jtc. 

567. Anapestic verses are divided into several species. 

Ezeanple 1. The thortest anapaestic verae muKtbe a tingle anapcat : 

ai, 

Btttlnvlin. 
Tli^ complain. 

This measure is, however, ambiffuous; for, by la3ing the stress of 
Che voice on the first and third sylls3>les, we might make it a trochaic. 
And therefore the first and simplest form of our genuine Anapcstic 
verse, is made up of two Anapaests : as, 

Mt bli eSiuUge 'gUii f ifl, 
For no arts conld avail. 

This form admits of an additional short syllable. 

Th«n Ms e5uiftg» *gKn fUl him. 
Vox no arts could avail him. 

Example 2. The second species consists of three Anap«sts. 

yf wSods, spread ySor brincbCs tplce ; 
To your deepest receasea I fly ; 

1 would bide with the beasts of the ohase ; 
I would vaniah fh>m every eye. 

This is a very pleasing measure, and much used, bodi in so emn and 
cheerful subjects. 

Example 8. The third kind of the English Anapestic consists of 
fowr Anapaests. 

my X gSvSm my pSaslons wtth abtSl&te swiy; 
And grow wiser and better as life wears away. 

This measure will admit of a short syllable at the end : as, 
On thS w&rm cheSk 0f ySuth, smiles tod ri^s &re blending. 

Oh$, The preceding are the di^erent kinds of the principal feet, in 
ftieir more simple forms. They are capable of numerous variations^ 
by the intermixture of those feet with each other; and by the admis- 
sion of die secondary feet. 

668. We have observed, that Endish verse is composed of 
feet formed by accent, {Illus. 2. Art 553«) ; and that when 
the accent falls on vowels, the feet are equivalent to those 
formed by quantity. {Art, 654.) 

Example 1. That the student may clearly perceive this differenee* 
we shall produce a specimen of each kind. 

0>er heaps 8f rfilns stSUcM the stfitely bmd. 
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Obs. Here we eeethe aceent is up<Ni tHe vowel in each second syl* 

laible. {^i 552.) In the following Une> we shell find the same lani- 

Die movement, hut formed by accent on consonants, except the last 

syllable. 

Tben rdstling, cr&ckling, cr&sbing, thtinder ddwn. 

Example 2. Here the time of the short accented syllables, is conw. 
pensated by a short pause, at the end of each word to which they be* 
long. 

569. We now proceed to shew the manner in which poet- 
tj is varied and improved, by the admission of secondary 
feet into its composition. 

' Mdnnaring, and with him fled the tliades of night. 
Obs, 1. The 'first foot here is a Dactyle ; the rest are Iambics. 
O'er mdny & frSzen, m&ny a fiery Alp. 

2. This line contains three Amphibrachs mixed with Iambics.. 

InnumSriiblS before th> Almi^ty* s throne, 
t. Here, in the second foot, we find a Tribrach. 

See thS bold ySttth striin dp the thrtet'ning sttep. 

4. In this line, the first foot is a Trochee ; the second a genuin* 
Spondee by quantity ; the third a Spondee by accent. 

5. In the following line, the first foot b a Pyrrhic, the second a 
Spondee. 

TMt Bn wSak wings from fen pursues your flight. 

Seholiwn. From the preceding view of English versification, we may 
see what a copious stock of materials it possesses. For we are not 
only allowed the use of all the ancient poetic feet, in our heroic mea- 
sure, but we have, as before observed, duplicates of each, agreeing in 
movement, though differing in measure,* and which make different 
impressions on the ear ; an opulence peculiar to our language, and 
which may be the source of a boundless variety. 

570. Another essential circumstance in the constitution 

of our verse, is the ccBsurcd pq.use, which falls towards the 

middle of each line. S(Mne pause of this kind, dictated bj 

the melody, is found in the verse of most nations. 

Obs. It is found, as might be shewn, in the Latin hexameter. In 
the French heroic verse, it is very sensible. That is a verse of twelve 
syllables, and in every line, just alter the sixth syllable, there falls, reg- 
ularly and indispensably, a cesural pause, dividing the line into two 
equal hemistichs. 

Etamplt, Jeune et vaillant heroe |j dont la haute sagesse 
' N'est point le fhiH tardifH d'une lente vieillesse, 

QlvA. fieul sans ministre || k I'example des Oieux 
Soutiens tout par toi-meme || et vols tous par ses venjuf 

* Movement ahd measure art thus distinguished. MovemnA expresses the progress- 
hre order of sounds, whether from strong to weak, from long to short, or v%c6 vena, 
Mmswrt signifies the proportion of time, both in sounds and pauses. Mwrraif. 

t BoilMtt. 
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jfpuilyMff. In this train til tiie Fcench rtttm proceed ; the one half 
of the Ime always answering to the otter, and the same chime returo- 
ing incessantly on the ear without intennission or change ; which is 
certainly a defect in the verse, and unfits it so very much for the free- 
dom and dignity of heroic poetir. On the other hand, it is a distin- 
goishine advantage of our English verse, that it allows the pause to be 
variedurough four different syllables in the line. 

Scholium, The pause may &1I after the 4th, the 6th, the 6th, or the 
7th syllables ; and according as the pause is placed after one or other 
if these syllables, the melody of the verse is much changed, its air and 
cadence are diversified. By this means, uncommon ridinessr and y%f- 
riety are added to English versification. 

571. When the pause falls earliest, that is, after the fourth 
syllable, the briskest melody is thereby formed, and the 
most spirited air given to the line. 

Example, In the following lines of the Rape of the Lock, Mr. Pope 

has, with exquisite propriety, suited the construction of the verse to me 

■ttliject : 

On her white breast |l a iiparUing cross she wore, 
Which Jews micht kise |{ and infidels adore } 
Her lively look* ]| a aprigotly mind disclote, 
Qnick as her eyes || and as Unfixed as those; 
Favours to none. || to all she smiles extends, 
Oft she rejects, || but never once offends. 

572. When the pause falls after the fifth syllable, dividing 
the line into two equal portions, the melody is sensibly a^ 
tered. The verse loses that brisk and sprightly air, which 
it had with the former pause, and becomes more smooth, gen- 
tle, and flowing. 

Xxam^, Eternal sunshine || of the spotless mind. 

Bach prayer accepted || and each wish resigned. 

573. When the pause proceeds to follow the sixth sylla- 
ble, the tenor of the music becomes solemn and grave. The 
Terse marches now with a more slow and measured pace, 
than in either of the two former cases. 

EsMtmpUi. The wrath of Peleos's son, j| the direful spring 

Of all the Grecian woes, || o goddess, sing ! "* 

574. But the grave solemn cadence becomes still more ' 
sensible, when the pause falls after the seventh syllable, 
which is the nearest place' to the end of the line that it can 
occupy. 

Ob9, This kind of verse occurs the most seldom, but has a happy ef- 
fect in diversifying the melody. It produces that slow Alexandrian 
air, which is finely suited to a close ; and for this reason, such lines 
almost never occur together, but are used in finishing the couplet 

Exampie. And in the smooth description l| monnur still. 
Long loved, adored ideas ! |) all adieu. 

Obs, These examples have been taken from verses in rhyme ; be- 
cause in these, our versification is subjected to the strictest law. As 
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hUxk verse is of a freet kind, and 19 naturally read with leas eadenm 
or tone» the pauses in it, and the effect of them, are not alwajFS w sen- 
sible to the ear. It is constructed, howeverj entirely upon the same 
principles, with respect to the place of the pause. 

575. Our BLANK TERSE possesses great advantages^ and 
is indeed a noble, bold, and disencumbered species of ver- 
sification. The principal defect in rhyme, is the full close 
which it forces upon the ear, at the end of every couplet. 
Blank verse is freed from this, and allows the lines to run 
into each other with as great liberty as the Latin hexameter 
permits, perhaps with greater. Hence it is particularly 
suited to subjects of dignity and force, which demand more 
free and manly numbers than rhjrme. 

. lUus. The constramt and strict regularity of rhyme, are unfavour- 
able to the sublime, or to the highly pathetic strain. An epic poem, 
or a tragedy, would be fettered and degraded by it. It is best adapted 
to compositions of a temperate strain, where no particular vehemence 
is reouired in the sentiments, nor great sublimity in the style ; such 
as pastorals, elegies, epistles, satires, &c. To these it communicates 
that degree of elevation which is proper for them ; and without any 
other assistance, sufficiently distinguishes the style from prose. . He 
who should write such poems in blank verse, would render his work 
harsh and unpleasing. In order to support a poetical style, he would 
be obliffed to affect a pomp of language unsuitable to the subject. 

Scholia, 1. The present form of our JEInglish heroic rhyme in coup- 
lets, is a modem species of versification. The measure jEenerally used 
in the days of Queen Elizabeth, King James, and King Charies 1., was 
the stanza of eight lines, such aJs Spenser employs, borrowed from the 
Italian ; a measure very constrained and artincial. 

% Waller was the first who brought couplets into vogue ; and Dry- 
den afterwards" established the usage. ■ waller first smoothed our 
verse ; Dryden perfected it. Pope's versification has a peculiar cha- 
racter. It is flowing and smooth in the highest degree ; &r more la- 
boured and correct man that of any who went before him. He, intro- 
duced one considerable change into heroic verse, by totally throwing 
aside the triplets, or three lines rhyming together, in wliich Dryden 
abounded. Dryden's versification, however, has very great merit; 
and, like all his productions, has much spirit, mixed widi carelessness* 
It is not so smooth and correct as Pope^s ; it is, however, pKMre varied 
and easy. He subjects himself less to the rule pf ckmjikff the sense 
with a couplet ; and firequently takes the liberhr of makiiMf nis couplets 
run into one another, with somewhat of Ae freedom or blank verse. 
If any one, after reading Pope's Rape of the Lock, or Eloisa to Abe- 
lard, shall not admit our rhyme, with all its varieties of pauses, to car- 
ry both elegance and sweetness of sound, his ear must be pronounced 
to be of a very peeoUar kind. 
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CHAPTER III. 

OF PASTORAL POETRY. 

576. THE object of Pastoral Poetry is to delight the im- 
agination with descriptions of the beauties of nature, and of 
human life spent in the midst of these beauties, the persons 
possessing health, sensibility, and innocence, and undisturb- 
ed by the anxieties and cares of business and activity. 

Obs. 1. The simple recapitulation of the principal objects of which 
such descriptions consist, communicates pleasing and exhilarating 
emotions. i&eph3rrs whispering through the trees and woods ; rirulets 
gliding along their mossy banks ; birds chanting their lively notes ; 
snepherds playing on their rural pipes ; lambkins skipping after their 
dams; and the shepherdesses listening to the enchanting lays of 
their amorous swains. 

2. The survey of pictures of innocence and happiness cannot fail to 
be agreeable, if the reader can be convinced of their reality. But, as 
he finds such descriptions continually falsified by experience, the poet 
artfully lays the scenes of his pastorals in remote places and ages, 
when, it Is supposed, human life was less corrupted, and when shep- 
herds and shepherdesses retained more refined sentiments, and more 
elevated rank, than persons of that character in modem times. If we 
wish to survey rural felicity in perfection, we must suppose ourselves 
transplanted into Sicily or Arcadia, where the pastorsd life appeared 
in perfection, and where nature lavished all her stores to render the 
shepherd happy. 

577. It is not sufficient, however, that the face of nature 
be lively and gay; the picture, to interest, must be animated 
with sentiment. 

Ittus. The shepherd must discover anxiety to obtain some object of 
importance to his happiness, or he must solace himself with the pos- 
session of it. He may sienify his regret for the absence of a mistress 
or a friend ; he may indulge in the hope to recover their society ; he 
may sympathize with their misfortunes, or rejoice at their prosperity. 
But no violent feeling must be excited ; no dieep distress, or puneent 
sorrow must appear, which would produce vexation in the mind oithe 
reader, because such a feeling would interfere witi» the gayety and 
pleasant emotions naturally prompted by this kind of composition. 

576. Attention also must be bestowed to preserve the 
pastoral character both in sentiment and in action. 

lUus, The shepherds must not appear too learned or refined in their 
notions ; neither must they display rudeness, cruelty, or indecency in 
their manners or words. Good sense, sensibility, observation of the 
striking beauties of nature, conjoined with simplicity and innocence^ 
ore the qualifications they must chiefly display. 
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579. A similar regard must be paid to local character, and 
ilational circumstances. . 

lUus. The British swain must not offer sacrifice to Pan, nor defend 
his flock against the lion and the wolf ; he may, however, believe in 
the existence of invisible spirits or incantations, or fortify his lambs 
against the hound and the fox. In a word, the pastoral poet may in- 
dulge in every supposition which may render his pictures more beau- 
tiful, interesting, or sentimental : but he must not push his demandj 
too far, nor shock the faith of his reader ; he must not ask him to be- 
lieve what is inconsistent or incredible. 

580. Theocritus is the most early writer of pastorals. 
His works have descended to posterity, and he has been im- 
itated by all his successors, particularly by Virgil. 

Ohs, 1. Theocritus was ain inhabitant of Syracuse, in Sicily, about 
the time of Alexander the Great, and he has laid the scenes of all hbi 
poems in that delightful island. He paints nature, and delineates the 
sentiments and actions of his shepherds with great, address. No pas- 
toral writer has been more happy in striking the. due medium between 
refinement and rudeness ; and the i^se he makes of the Doric dialect, 
so admirably suited to the rusticity and simplicity of his chariaM^ters, u 
none^of the least marks of his merit. 

2. 'Virgil succeeds Theocritus both in time and merit. Several of 
his pastorals are finished with good taste, ' simplicity, and propriety. 
No writer excels him in painting delicate sentiment, for which th^ 
kind of composition affords frequent opportunity. 

Example 1. Nothing can be more simple and natural than the fol- 
lowing lines : 

*< Tityre, dam redeo, brevis Mt via, pasce eapeUu : 
Et potum pastas age, Tityre ; et inter af endum '' 

Occursare tiapro, eornu ibrit ille, caveto.'' 

Example 2. Again : 

" Hie gelidi fontea : hie mollia prata, Lycori : 
Hie nemos : hie ipso tecum eoasumerer evo.'* 

'* Parta inee veneri sant munera ; namque notavi 
Ipse loeum, aiiriea quo congessere palomiies." 

Example Z. The two last lines are beautiAiUy translated and im- 
proved by Shenstone : 

" I have found out a gift for my fair, ^ 

I have found where the wood-pigeons breed : 
But let me the plunder forbear ; 
She will say 'twas a barbarous deed.*' 

Ob», 3. Not above the half, however, of ten eclogues, which Virgi. 
has left, can properly be said to deserve the name of pastoial. Seve- 
ral of them, particularly the first and ninth, have little of that charac- 
ter. The third, fifth, seventh, and eighth only, can be said to belong 
strictly to this species of poetry ; and though even in them the senti- 
ments are sometimes too refined, yet they are never quaint or affected. 

4. Pope has imitated, and almost translated, Theocritus and Virgil. 
His pastorals, accordingly, have little merit, but that of the versifica- 
tion. He has scarcely ventured to advance a single sentiment, of 
which he had not received a hint from the Sicilian or Roman poet. 
The subsequent examples will illQstrate this remark. 
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Simufit 1. Yirgtl, with much iimplidtj, e»p r etie e abeaafMMift-> 
timent in tbe following lines : 

«* MaloiMOatotM petit, iumm. poelk, 
Et fagit ad mIiom, et n cupit aote rideri." 



Example S. Pope diminishes die efiect of <fais dioag^t, by addfaig to 
It an air of prettiness and conceit. 

** The eprifhtly GtylWa tripe alosf tlie gteea ; 
She rane, but hopee ehe doee not run nneeen, 
While a kind fiance at hw pnraoer Hiee, 
How niieh at Tariaaoe an her fset and eyee !*' 

SehMim. Pope wrote his pastorals when very yoiing» which for- 
nishes a good apology for their defects. 

581. Among all the varioas poets, ancient or modem, 
who have attempted pastorals, Shenstone is entitled to the 
greatest praise. Neither Theocritus nor Virgil is, perhaps, 
to be compared with him, in combining the capital requisites 
of this kind of writing ; for no author in this line has intro- 
duced with more success whatever is simple, tender, and 
delicate. 

Ob§. Even 8henstone*s own works in this line are not equally merito- 
rious. He degenerates sometimes into flatness and insipidity ; but no 
language can famish a performance of its kind superior to his pasto- 
ral oallad, in four parts, on Absence, Hope, Solitude, and Disappoint- 
ment. No quaintness, no affectation, no false refinement, uq indelica- 
cy; dl is nature, innocence, and elegance. The whole pOem de- 
serves high praise : as a short specimen, we shall present the follow- 
ing lines, iirom die part denominated Hope. 

" One would think the might like to retire 
To the bower I had laboor'd to rear ; 
Not a ahrttb that I heard her admire, 
But t heated and planted it there. 

Oh ! how ludden the ieMamine etrove 
With tbe lilae. to rendBr it gay I 
AJfeedy it eaJu for my lore, 
To prone the wild branchee-away. 

I have fonnd out a gift fat my ftdr, 

I have found where the wood-pigeoue breed: 

But let me the plunder forbear; 

She will lay 'twas a barbaroua deed : 

For he ne'er could be true, she arerr'd. 
Who could rob a poor bird of ita young ; 
And I lov*d her the more when I heard 
Soeh tendemoM fal) fr<«i her tongue." 

582. llie farourable reception which pastoral poetry haa 
obtained from all ppHshed nations, and the picture it is sup- 
posed to exhibit of the happy but fabulous times of the gold- 
en age, have prompted some eminent authors to attempt to 
hnprove it. They have retained the pastoral characters, 
occupations, and manners, and to these have added import- 
vice and interest, by moulding them infb a beautiful and 
oicturesque sentimental comedy. As a farther enhance 
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ment of its merit, they have made music contribute liberal- 
ly to adorn it, and have introduced a number of tender cha- 
racteristic songs, in which the shepherds and shepherdesses 
signify to one another their hopes and wishes, accompanied 
with correspondent airs of melody. 

Ob», 1. Few entertainments can present an assemblage of «i many 
captivating objects, beautiful pictures of nature ; the charms of music, 
which touch tne heart ; characters pleased, cheerful, and happy, en- 
gaged in those simple cares and attachments, which occupy human 
fife ,> without fatiguing it ; and which, being dictated by innocence and 
restrained by virtue, gently agitate, without distracting the mind. At- 
tempts of merit of this sort have accordingly been honoured with the 
warmest approbaticm. / 

2. Italy furnishes two eminent specimens, wluch all Eurc^ has read 
and admired. The Amynta of Tasso, and Pastor Fido of Guarini. 
Both display vivid pictures of nature, and of rural manners. The fables 
are interesting, and happily conducted ; the characters, are thrown 
into many delicate and tender situations. Many of the scenes are 
beautiful, and wrought up with so much sensibility, that the reader 
receives a very exquisite amusement. 

683. The Gentle Shepherd, a Scottish pastoral comedy, 
of Allan Ramsay, is admired by every reader of taste and 
genius. The author has exerted much pains to avoid the 
reprehensible qualities of his two rivals, and every candid 
critic must allow that he has been successful. 

Obs. 1. That he might suggest an apology for the greater liberality 
of sentiment which he has ventured to throw into the characters oil 
his principal shepherd and shepherdess, he has supposed them to in- 
herit a genius superior to their station, communicated from tibeir pa- 
rents, who possessed a more elevated rank, btit who, from political 
misfortunes, were obliged to permit their children to be educated in 
concealment and obscurity. 

2. In every other view, his pastoral is entitled to much praise. The 
fable is well conceived, naturally and regularly conducted. The cha- 
racters are distinctly parked ; they are numerous, and properly varied. 
Their occupations, sentiments, manners, are all the most picturesque^ 
local, and characteristic, that can be supposed. Simplicity, innocence, 
cheerfulness, rustic sports and merriment, rude prejudices, opinions, 
and fears, are beautifully and pertinently interspersed. The situations 
of the principal characters are delicate and interesting, and deeply 
engage the attention of the reader. The great change of fortune, and 
the consequent happiness they enjoy from the accidental discovery of 
their birth and opulenee in the course of the action, terminate the per- 
formance, by suggesting the most pleasing and satisfactory frame of 
mind the reader could wish to possess. The music is national, ten^ 
der, simple, and the diction is perfectly suited to the characters. It is 
finished in the true J>oric taste, soil and expressive, neither too refin- 
ed, nor too gross and unpolished. 

3. Dr. Blair was the nrst who prejudiced the public taste against the 
Gentle Shepherd. Barron has followed him in this, as, indeed, in al- 
most every other thing the doctorisaid. - But let it be observed, that 

25 
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tke Otnfle Shepherd ie a noHonalpatitorai ; the Ideality of iti maoaen 
and language makes it such ; they constitute its chief ingredients of 
national merit ; they increase its interest hy circumscribing its repu- 
IMfton among the people for whom it was written. '* Had its manners 
been general, its language pure EnglUh, and iti scenes Arcadian, it 
would have had less characteristic l^auty, but it might have merited 
the applause of Europe."* Indeed ! There are hills and dales, woods 
and streams, and sentient natures, in Britain; and Arcadia could 
boast no more. At all events, there is one national pastoral in the 
world ; or, in other words, the glory of this species of poetry hath not 
fallen with the genioe of Greece. 

684. Of all the moderns, M. Gessner, a poet of Bwitzer- 
land, has been the most successful in his pastoral composi- 
tions. He has introduced into his Idylls (as he entitles 
them) many new ideas. His rural scenery is often strilung, 
and his descriptions are lively. 

Ob$. He presents pastoral life to us, with all the embellishments of 
which it is susceptible ; but without any excess of refinement What 
forms the chief merit of this poet, is, that he writes to the heart; and 
he has enriched the subject of his Idylls with incidents which give 
rise to much tender sentiment. Scenes of domestic felicity are beauti- 
lully pdnted. The mutual affection of husbands and wives, of parents 
. and children, of brothers and sisters, as well as of lovers, are display- 
ed in a pleasing and touching manner. 



CHAPTER IV. 

LTRIC POETRY. 

685. LYRIC poetry, to which we now proceed, inclu- 
ded, in ancient times, every poetical composition accompli 
aied with music, whether of the voice or of instruments. 

~ JRIus. I. It was called lyric, from the lyre, wiih which it Wa^ com- 
monly attended ; and it acquired the name of ode, because it was alsQ 
designed to be sung. It is a short,, occasional, animated efibrt of genius. 

S. The author may assume any tone he' chooses'; he ma^ be sub^ 
Hme, familiar, gay, eerious, passionate, moral, tender, or witty, with 
equal propriety, and he may even intermix several of these sbains in 
the same poem. 

8. Panegyric, however, is &e principal field it has occupied in all 

3es; for the praises of the gods, and of heroes, have furnished more 
es than all other subjects put together. 

Example 1. The Psalms of David were lyric productions, and iirere 
fang in die eelebration of the Jewish worship. 

2. The Odes of Pindar were composed in praise of the gods, or he- 
roes, or victors in the garnet of Greece. 

8. Some of those of Horace are dedicated to the honour of the gods, 
•Aeni form elegant complimentary addresses to his country, to en^- 
nent individuals, or to friends. 

■ " "' '• ■ ' I ' -■■ II . - .1- 

* Blair. 
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Cb$. Modemtittiee have not beeii so prolific in this ^eciet «^ com- 
l^tkm, as those ofantiqaily; they are not, howerer, deatitnte of 
aome very eonspicuotis specimeku. 

586. !Cyric poetry is susceptible of different ornaments, 
suitable to the nature of the subjects it Ueats. It admits 
8(»netimeB the boldest and warmest figures of imagination 
and passion ; at other times, it delights in the pilayful and 
pleasant images of fancy and feeling. Sometimes the ex- 
pression is ardent, concise, and Tehement ; at other times, 
it is simple and diffuse ; but at all times, it must be pure, 
picturesque, and correct. 

Obs, 1. The style should be more finished, perhaps, thtm that el any 
other species of poetry ; for thd attention of the reader is neither pow* 
erfiiUy nor long diverted by the sentiment. He Boon tuma it toward 
<he expression ; and he is so scrupulous, that he will not excuse the 
slightest impropriety. The capital characteristics of the ode, then, are 
magnificence, or passion or ingenuity in the thought, and perfect ele- 
gance in the style. 

2. Greece has left some conspicuous, monuments df lyric corapo^ 
tion, in the odes of Pindar, Sappho, and Anaereon ; the 'first remark- 
able for vehemence and sublimity ; the two last for sensibility, plea- 
santry, and vivacity. 

3. Horace is the only Roman poet of the lyric tribe whose' works 
have descended to modem times ; and, it seems, we have little reason 
to regret the loss of the rest, for, if we may rely on the opinion of 
Quinctilian, Horace alone merited immortality. 

587. No modern poets have composed volumes of odes 
like Pindar and Horace, but many of them have occasional- 
ly attempted this species of composition. The chief of these 
in. English are Dryden, Pope, Addison, €^ay, and Ak^neide. 

Ob». I. The iirst three are distinguished by (heir odes to St. Cecilia, 
in praise of the powers of music ; the subjects of the last two are mis- 
ceHaneods. As the first three have attempted successively to adorn the 
same theme, it affords a good opportunity of comparing their merits. 

2. Alexander's Feast, by Dryden, has gained universal fame, and it 
seems to deserve all the reputation it has attained. It is difficult to 
decide whether the sentiments or the composition merit the most 
praise. The sentiments are admirably suited to the personaffes whom 
they describe, and &e. compoeition is fitted with equal proprH^ty to the 
sentiments. The sentiments are artfully contrasted, a circumstance 
which, added to their natural excellence, displays them in the motft 
captivating light 

8. A train of grand and sublime thoughti is succeeded by a levies of 
gay and pleasant ones; a set of outrageous and furious conceptions, is 
contrasted with a group of gentle and tender ones. The poet shakes 
the spheres with Jupiter, revels with Bacchus, raves and destn^s with 
the furies, and drops a tear with his hero over the misfortunes of Da- 
rius. 

4. Pope has attempted, in his ode in honour of St. Cecilia, the in- 
ventresf of the organ» to introduoe diflhrent passioas, and to eootrattt 
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bpth tte Mfttimenti and Ihe Terrffi«ition, as bad been done by Drpfen 
Ha baa yeiy bapplly aelected Ibr bis aubjfict tba ftbla of Orphew and 
Eurydice, a story naturally tender and {lathetic, of wbicb tbe rayerae 
of finrtune is great, and the different p^irts are strong^lv opposed. 

6. Addison was fond of the fame of a poet, though he enjoyed not 
the best powers for acquiring it He wished^ it is said, to nvai Pope 
as a translator of Hooaer ; he even wished to riyal him in lyric merit. 
He ventured to appear on the same ground which Pope and Dryden 
had occupied with so much lustre ; and his ode to St. Cecilia exhibit- 
ed him in a contrast which could not fidl to hurt his reputation ; for of 
ail the poetry which Addison has written, he has acareefy composed 
any thing so indiflerent as this ode. 

6. The odes of Gray are entitled to high praise, ^ough they are un- 
equal in their merit, which is also the fate of different stanzas of the 
same ode. His sentimenti are conceived with great vigour and pro- 
priety, and his versification is the most laboured, perhaps, in the Eng* 
lish language. He frequently attempts the Pindaric magnificence ami 
sublimity, and he never fails to appropriate some of its darlmess and 
obscurity. 

7. Akenside aims at ease, ingenuity, and elegance, and be is not un- 
successful. His imagination is delicate and picturesque, his versifica- 
tion is smooth and mdodious. He is not defective in sentiment, and in 
ornament he baa a claim to high applause. 



CHAPTER V. 

DIDACTIC POETRT. 

688. DIDACTIC poetry discusses some branch of lueiiil 
science, some beneficial art, or some system of |»rudeotial or 
moral conduct, bj which the reader may inyroYO his know- 
ledge, his wisdom^ or his virtue; and it recommends the 
dis^iflsion by all the merits of imagination, and all the 
charms of poetical composition. 

/tftis. 1. In executing the useful part of the task, it collects aU tbo 
beat theories and most approved practices, and arranges them, with 
the reasons of them, in that distinct .and lucid order in which they aro 
most likely to make the. deepest impression. It sometimes adds the 
most sagacious reflections, pleasant speculationsror important disco- 
veriesy which have resulted from the research or the ingenuity of tbe 
author. It condescends also to recapitulate and expose vulgar or ir^ 
rational principles and practicea; which have derived tiieir origin 
firom a necessity, perhaps, that no longer exists, or which remain fos- 
tered and cherished by prejudice or by ignorance. 

2. In executing the ornamental parts, it illustrates every theory and 
practice with simplicity and vivacity ; but that the familiarity or the 
lowliness of the topics of which it must sometimes treat, may not of- 
fend the nicest reader, it is extremely solicitous to add dignity to the 
illustration by the use of figuirative and descriptive jriiraBeology. It 
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fleMoin tsXis comtnon objects by their proper names. It employs ele- 
vated and metaphorical appellations, or it described them by their 
causes or their efiects. It bestows much attention to enliven its de- 
scriptions and scenes, by throwing into them all the animation wiUi 
which they are any way connected. Many of the inanimate objects 
are personified ; all the irrational animals are endued with character, 
septiment, and design ; the human actors are rendered respectable by 
the activity and virtue of their lives, the sagacity of their judgments, 
the utility of their occupations ; or tiiey are held u^ as objects of aver- 
sion, that the reader ma^ learn, from their folly, absurdity or crimin- 
ality, to avoid that conduct which Ibas rendered them ridiculous, odious, 
or unhappy. ♦ 

3, But the great ornaments of didactic poetry are beautiful or inter- 
esting episodes. To vary and adorn his subject, the author is allowed 
frequently to shift the scene, and to introduce any moral, philosophi- 
cal, or sentimental relation or discussion with which it is connected. 
No other species of poetry admits so much latitude in this article. If 
the episodes are properly varied in length, and if they are not very vio- 
lently forced into his service, the author will not incur much reprehen- 
sion, though he often depart from his principal subject, and though 
the sum oi the episodes, taken together, even exceed in extent the di- 
dactic part of the poem. 

4. Through the whole of his poem, the author may display ipuch 
knowledge of the particular subject he treats, and of many other use- 
ful and ornamental sciences and arts ; much acquaintance with nature, 
society, manners, and the human heart. He may be grave^ gay, sub- 
lime, easy, austere, pathetic, as shall best suit his genius and ms mat- 
ter. The versification must be always correct and melodious ; and It 
may be elevated occasionally to a high degree of energy and dignity. 
It is also susceptible of every ornament, addressed to tiie imagination 
or the passions, of which the different topics or episodes admit. Met- 
aphors, comparisons, personifications, apostrophes, may all be inciden- 
tally introduced ; and if they are pertinently applied, their appearance 
will add grace and interest to ,the composition. 

Scholia. 1. When this species of poetry promises so much improve- 
ment and entertainment to the reader, and when the author possesses 
so many favourable opportunities of di^laying his knowledge, hit 
genius, and his taste, we will not be surprised that it has been attempt* 
ed by poets oChigh fame in different ages. Aratus discussed in Greek 
the phenpmena of the heavens, and Lucretius in Latin the philosophy 
of Epicurus. Virgil has treated the whole theory and practice of ag- 
riculture, and Armstrong the art of preserving health. The writers on 
morals and manners are mostiy satirical ; yet Pope has avoided satir- 
ism in his elegant system of morals in the Essay on Man. The capital 
satirists, ancient and modern, are Horace, Juvenal, Pope and Young. 

2. Armstrong possessed a large portion of the genius of Virgil, and, 
like him, has adorned the history of health, a suliject natur^ly un- 
promising, with all the embellishment of fine versification and elegant 
fancy. He elevates and beautifies every precept, and he is fortunate 
in episodes. The true spirit of poetry is conspicuous in all he writes, 
and his compositions cannot be- perused without instruction and plea* 
sure. He appears to be one of the best didactic poets in the English 
language, axid not inferior to any ancient author in the same line, ex- 
cept Vu*gil. 

26» 
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S. The £ii^ on Man admitted fewer embeUtdmento and epleaiies 

than the poema which we have mentioned. The author's deaign was 
more aerioua than that of any other writer of hia daaa. InsSuctjooL 
was his main object, and no ornaments are introdaced but what are 
manifestly subservient to this end. He employs metaphors, frequent- 
ly, and sometimes comparisons, but they are never mere addresses to 
roe fancy of the reader ; &ey always contribute to illustrate and im- 
press the matter. 

4. This famous essay is literally a system of morals, founded on the 
celebrated doctrine first broached by Plato, and aflerwarda explained 
and recommended 1^ Leibnitz and Lord Shaftesbury, that no evil is 
admitted into the system of nature but what is inseparable from its ex- 
istence ; and that all possible provision is made for the happiness of 
every creature it contains. Tne author acknowledges Uiat the gravity 
of his subject was nu>re adapted to a discussion in 4>rose, than a trea- 
tise in verse, but that he preferred the latter, because it was more 
adapted to his genius, and was more lilcely to engage the attention and 
recollection of the reader. 

5. The discussion is ingenious and instructive. We, however, de- 
siderate that distinct and lucid arrangement which we discern in the 
productions of the other two eminent modems. Neither has the ver- 
sification all the merits which shine in his other works ; it is frequent- 
ly a,brupt, if not obscure, and possesses not the melody and flow of his 
other poetry. The abstract nature of the subject, perhaps, and his 
sincere desire to instruct, rather than to please, may furnish an apol- 
ogy. 

589. Satirists are a species of negative didactic poets, 
who teach and amuse by censuring what is wrong, and ext 
posing what is foolish. They seldom attempt to inculcate 
positively what is good, or to recomnead what is decent; 
they leave this task to moralists and public instructors. 
They would be most reputable and useful writers, were 
they successful in what they undertake, to banish iniquity 
and folly firom society. They are divided into two classes. 

lUtu, 1. One class attacks immorality and impropriety with a stem 
look and severe' reprehension. It paints them in all dieir deformity 
as objects of aversion, and it fails not to inflict upon them that censure 
which tiiey deserve. It allows few of those excuses and alleviations 
which are usually urged for the errors of men. It delineates them as 
bad as they really are, and is sometimes inclined rather to exaggerate 
than to Apologise. It wishes to deter mankind from vicious or roolish 
actions or sentiments, by the odium, the misery, the disapprobation 
which attend them. 

2. The other class assaults vice and folly -with ridicule. 'It exposes 
the whims, the oddities, the absurdities, and the crimes of men, in such 
a manner as to make them ashamed. But if ridicule does not succeed, 
it relinquishes them as incorrigible. An author of this class is never 
angry ; he is never even serious. When a crime should rouse the re- 
sentment of the former class, and draw from them severe chastise- 
ment, they remain unmoved, and smile at the culprit as a fool. Hor- 
ace altogether, and Pope in sOme measure, are satirists of the latter 
class ; Juvenal and Young belong to the former. 



DiA^Hi^ Poeiry. 9B» 

8. Horaee was an epieurean in philosophy, and, according to liie 
principles of that indolent sect, seems to have adopted a rule of con- 
duct, that nothing should ruffle his temper. He appears to have con- 
sidered the vices of his countrymen as not deserving his resentment ; 
or to have heen of opinion that reprehension was not the way to re- 
form them. He accordingly never discomposes himself when he men- 
tions them. 

4. Juvenal is a grave, severe satirist, -and a stem censor of the errors 
and follies of mankind. He never condescends to smile, or to insinu- 
ate improprieties without reprehending them. He seems to consider 
cerenK>ny and politeness as marks of insincerity, and as trifling with 
the evfi, instead of attempting a radical cure. He seldom takes no- 
tice of Iblly, but, when he does, he touches her airy and volatile form 
Witii a firm ^d rough liaod. I}e thinks her deserving of more serious 
treatment than to laugh at her, because she may be either the compan- 
ion or the parent of iniquity.' He disjflays, at the same time, much 

f^ood sense, much knowlec(ge of the world, and a ^reat share of the 
acuity of imagination. 

5. Pope attempts to unite the good humour of Horace with the 
gravity of Juvenal, but he leans more to the manner of the hitter, than, 
to that of the former. He was naturally of a keen temper, and 
particularly irritable by reflections whi«h glanced either at his private 
character or his fame. Many of bis satirical writings were prompted 
by this spirit ; and we regret that a man bf his genius should have 
wasted his time, and disturbed his repose, by retaliating on critics ani- 
mated by a degree of ignorance or fcMjiy which rendered them con- 
temptible. 

6. Young has much merit as » satirist. He is not so severe as Ju- 
venal, though he is always in eamest,«and never attempts' to excite a 
laugh. He appears as a sincere moralist, zealous to coj^ect the vices 
and follies of mankind, by holding up pictures to excite their reflection 
on ftte impropriety of their errors. His Love of Fame displays much 
knowledge of human nature, and no small merit in point of versifica- 
tion. He is a satirist whom we love and respect, because we conceive 
him to be a9tuated by good nature, and backward to reprehend, were 
it possible to reform by more gentle means. He possesses neither the 
sprightliness of Horace, nor the vehemence of Ju Venal, l)ut he is more 
dignified than the former, and more amiable than the latter. He is 
not so facetious and pleasant as Horace, but neither is he so sour and 
forbidding as Juvenal. Horace seems to have consulted his own 
amusement, and Juvenal the gratification of his spleen, as much as 
the entertainment or emolument of their readers. Youns writes to 
improve mankind, and, with the regard and afifection oi i, parent, 
chastises only that he may amend. Though we wish he had more 
mirth, vet we respect him as an useful author, and a genuine friend of 
virtue. 
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CHAPTER VL 

DKSCRIPTITB POBTKT. 

690. DESCRIPTIVE poetry is addressed chiefly to the 
imagination, though it attempts also to convey many useful 
impressions to the understanding and the heart. 

Ob$, The d«dgn of it it to exhibit beautiftil pictures of nature or art, 
■0 at to communicate all Uie information and pleasure which the read- 
er could receive from an actual survey of the objects. It sometimes 
presents large collections of objects, as those which occur in one period 
of the year, or those which readily present themselves when the mind is 
la a particular fr-ame, lively and gay, or disconsolate and dejected. 

lUuB, 1. Of the former kind are the Seasons of Thomson ; of the 
latter Jdnd are the Allegro and Penseroso of Milton. But the greater 
part 01 descriptive poetrv is intermixed with other kinds of poetical 
composition ; and there is no kind, whether epic, dramatic, didactic, 
pastoral, or lyric, that does not occasionally demand its assistance. 

2. Though all poets attempt to describe, and all men are endowed 
more or less with the power of forming pictures of what they have 
seen or imagined, vet the (acuity which produces good description is 
eztremelv rare ; it requires an uncommon portion of vivacity and 
vigour 01 imagination, and a large share of judgment. The former 
suggests the circumstances which the picture demands, and the latter 
selects those iirhich are best calculated for making the deepest impres- 
sion. 

591. In description, the great art seems to be, not to spe- 
cify every minnte particular, but to select the most striking 
and picturesque circumstances, which would naturally make 
the deepest impression on the mind of the beholder. 

Example. The following quotation will best illustrate this rule. It 
b a picture, by Thomson, of an infectious distemper, which happenetl 
to the fleet in the memorable expedition against Carthagena. 

** Y og. gallant Vernon, saw 

The miserable scene. You {Ntyin^ taw 
To infant weakness sunk the warrior's arm ; 
Baw the ddep-racking pang, the gbastlj form. 
The pale lip quivering, ana the mamlets eye , 
No more with ardour bright ! You heard ths groani 
m agonising ships firom snore to sliore ! 
Heard nightly pIsngM amid the sullen wave 
The frequent corse : while on each other fix*d 
In tad presage, the blank assistants seem'd, 
Silent, to ask whom fate would next demand !* 

Analytia, It is unnecessary to olier any comment on tiiis beautiful 
description ; every reader must feel its force. The frequent plunging 
of the corse in the sullen wave during the night, b particularly stri- 
king, and marks strongly the havoc of the infection. 

Obs. 1. Almost the whole merit of Thomson's genius consisted in 
description. He possessed little influence over the stronger passions. 
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though some episodes' in Die Seasons, and scenes in his plays, discover 
a capacity fiir managing a tender and moderate passiDn. His plays 
are elegant and correct compositions ; they contain many noble and 
virtuous sentiments, but they aoe sparing of incidents, and they 
Abound with declamation. 

2. Had Milton studied nature with as much attention as Thomson; 
he would probably have excelled all poets in the liveliness and beauty 
of his descriptions. All his worlEs shine with the richness of his ima- 
gination. He is uncommonly happy in the selection of the most per- 
tinent cir(Atmstances, and in the use of the most significant figures, 
particularly metaphors, which demonstrate the exquisite sensibility of 
his fancy. 

8. He seems, however, to have taken a general survey of nature, 
rather than to have attended minutely to ner particular operations. 
He never dwells long on a topic in description, and he rather glances 
at it than delineates it But no author surpasses him in selecting the 
most prominent and picturesque ingredients of a figure which make 
the deepest impression. He is never general or diffuse, qualities which 
are found to be very hostile to the success ot this species of writing. 

Example 1. He thus describes the scenes of morning in the Allegro. 

** To hear the lark benn his flight. 
And, flingiof , atartw the dull ni^fat, 
From his wateh-tower in the skiet, 
Till the dappled dawn doth rise : 
While the cock, with lively din. 
Scatter! the rear of darkness thin, 
And to the stack, or the bam-door, ' 

Stately struts his dames before : . 
Oil listening how the hounds and horn, 
Gheerly ronse the slumbering mom : 
While the ploofiimaa, near at haai, 
Whistles o'er the Airrow'd land. 
And the milk-maid singing bijrthe, 
And the mower whets nls scjrthe ; 
And every shepherd tells his tale. 
Under tlw hawthorn in the dale." 

Example 2. The Penseroso presents the following acoooiit of the 
objects of the evening. 

# ** Oft on a plat of rising ground, 

I hear the fitr-oiT curfew sound 
Orer<eome wide-watered shore. 
Swinging slow with sallen roar, 
Or, if the air will not permit. 
Some still removed place will fit, ' 
Where flowing embers through the room 
Teach Ught to counterfeit a gloom, 
Far fWNn all resort of mirth. 
Save the cricket on the hearth, 
Or the bellman's drowsy charm 
To bless the doors f^om n jghtly harm ;. 
Or let my lamp and midnight hour, ' 

Be seen m some high lonely tow'r. 
Sometimes let corgeoos tragedy, 
In sceptred pall, come sweeping by, 
Flesenting Thebes' or Pelop's Ime, 
Or the tale of Troy divine." 

Ob8, 4,' The elegant genius'of Pamell has produced some beautffiil 
•samples of descriptive poetry ; and it is much to be regretted he had 
not indulged the world witii more specimens. He possessed a fine im- 
agination, a most correct taste, and great knowledge of human nature. 
lus versification is not inferior to that of Pope in melody and oondse* 
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I, tod !• tapeiior In drnpUeity md pernfevltf. It teenif wtdi iii« 
•CnicUon, with the genuiiie la»pmge <if the heart;, and there is no 
poetry, perhafM, which the reader can pemae so often with pleasure. 

EatampU 1. The Hermit li an extremely heautifol, moral, descrip- 
tive poem, fraught with important instruction, communicated in a sim- 
ple, but dignifi^ manner, and recommended by Hie most delicate ap- 
peals te tlie imagination. 

2. All the great epic poets exhibit eminent specimens of descriptive 
poetry. Homer, Virgil, and Ossian, excel in it. The following picture 
ofdesolation, by Ossian, is conceived with much vigour of uiagina- 
tbn. 

" I have seen the walls of Balclutha, but they were desolate. The 
flames had resounded in tlie halls, and the voice of the people is heard 
no more. The stream of Clutha was removed from its course by the 
&I1 of the walls. The thistle shook there its lonely head ; the moes 
whistled in the wind. The fox looked out from the window, and the 
rank grass of the wall waved round his head. Desolate is the dwell- 
ing ofMoma; silence is in the house of her fathers!" 

592. The chief errors committed in descriptions, are the 
admission of unmeaning or supernumerary epithets and 
phrases, the introduction of general terms, and the inter- 
mixture of trivial or insignificant circumstances clothed in 
pompous and splendid language. The best poets are some- 
times faulty in all these articles. 

Ittui. 1. All general terms are improper in descriptions, because 
^®y suggest eittier no idea at all, or none that is fixed ; while the es- 
sence 01^ picturesque description •consists in prompting concepthyns 
which are palpable, and of which the mind, of course, takes firm hold. 
These can result only from objects particular and distinct 

Example, Shakspeare, to expose the absurdity of attempting a thing 
impracticable, says, with great energy, In Henry the Fifth : '< You 
may as well go about to turn the sun into ice, by fonning in his face 
with a peacock's feather." 

Analysts, Had the poet made the expression general, by leaving out 
the ^* peacock's feather," he would have mutilated the picture, and de- 
bilitated the impression. How feeble would have been the following 
phraseology ! " You may as well go about to turn the sun into ice, by 
fanning in his face.'* Had he retained the ** feather," but dropped the 
" peacock," the expression woul^ have been more picturesque : " You 
may as well go about to turn the sun into ice, by fanning his face with 
a feather." Even this picture, however, is much inferior in beauty and 
vivacity to the particular language the poet hath thought proper to 
adopt : <* You may as well go about to turn the sun into ice, by fan- 
ning in his face with a peacock's feather." The mind g^rasps the im- 
age at once, and is struck with its sprightliness and proprie^. 

593. Forced elevation of the expression above the tone of 

the thought, is another error not uncommon in description. 

. IUu$, Homer relates, that Achilles commanded his domestics to pre- 
pare a vessel to heat water for washing the dead body of Patrocluj» 
which they accordingly performed. Nothing can be more simple than 
the language of the poet. Things are called by their proper names, 
and very few epithets are added. Pope must iniprove this simple 
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piM iaae <dogy» and he hw oomnmntcated to H an air of lidi^e, by the 
pompous and figuradve expression of his translation. Iliad, xvVii. 400. 

(* A mAray eaoldran of ttppeodouf frame 
Tbey broueht, and placM it o'er the rising flame } 
Then heap'd the lighted wood ; the flame diTidee 
Beneath .the raae, and climba aroand ite sidee ; 
In its w^o womb they pour the rushinff stream, 
The boiling water bubbles to the brim J' 

594. It oflek happens, that a description presents objects 
which would be extremely disagreeable to the sight, while 
the description itself is not only not disagreeable, but con- 
veys high pleasure. This is a curious phaenomenon, and 
merits some attention. Two causes se«m to concur in pro- 
ducing this effect. 

Jllua. A poetical description resembles an historical painting, the 
merit of which consists in communicating to the different figures the 
same positions and appearance that they hold in nature. And al- 
though the figures be disagreeable, yet the picture may yield much 
pleasure, because the ment of it lies in the accuracy of the imitation. 
The mind surveys with delight the excellence of an art which can im- 
itate nature so completely. The purpose of the description, as well as 
of the picture, is to impart exact ideas of the objects, though it ope- 
rates by words instead of colours. The imitation, in both cases, is the 
chief source of the pleasure. The pleasure of the imitation much mpre 
than counterbalances the diseust arising from the infection of the ^- 
ject. This seems to be the first cause. Words, aj^ain, have a beauty 
in their sound and arrangement, independent oi their signification; 
the merit of the execution in the picture, and of the composition in 
the descnption, affi>rds delight. This seems to be the second causf . 
Both causes concur to counteract the disgust excited by the object. 

Scholium. These remarks point out the greatest beauty of descrip- 
tion, which takes place when the object, the imitation, and the expres-* 
•ion, all concur to augment the pleasure of the reader. In all other 
cases, these partially oppose the effects of one another. 

If, however, an object prompt horror, no excellence of imitation or 
language oan recommend its description. The picture of Sin, in Parao 
dise Lost, though drawn with the brightest colours, is of this class. It 
•zcites horror, and all Milton's eloquence cannot render it tolerable. 



CHAPTER VII. 

EPIC POETRY. 



595. EPIC and dramatic poetry are universaUy allowed 
to be the most dignified, and, at the same time, the tnosi 
diiicult species of poetic composition. To contrive a story 
which shall please and interest all readers, by being at once 
entertaining, important, a^d instructive ; to fill it with suit- 
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able ineideiitB; to enliren it with a yariety of characters, 

and of descriptions ; and, throughout a long work, to main- 
tain that propriety of sentiment, and that elevation of style, 
which the epic character requires, is unquestionably the 
highest effi>rt of poetical genius. Hence so very few have. 
succeeded in the attempt, that strict critics .will hardly al- 
low any other poems to bear the name of epic, except the 
Iliad and the iEneid. 

iUiM. 1. The plain account of the nature of an epic poem is, the re- 
cital of some illustrious enterprise in a poetical form. This is an exact 
definition of this subject. It comprehends several other poems, be- 
fides the Iliad of Homer, the JEneid of Virgil, and the Jerusalem of 
Tasso ; which are, perhaps, the three most regular and complete epic 
works that ever were composed. But to exclude all poems from die 
epic class, which are not formed exactly'upon the same model as these, 
is the pedantry of criticism. 

2. We can give exact definitions and descriptions of minerals, plants, 
and animals ; and can arrange them with precision, under the differ- 
ent classes to which they belong, because nature aflbrds a visible un- 
varying standard, to which we refer them. But with regard to works 
of taste and imagination, where nature has fixed no standard, but 
leaves scope for beauties of many different kinds, it is absurd to at- 
tempt defining and limiting them with the same precision. 

3. Criticism, when employed in such attempts, degenerates into 
trifiin^ questions about words and names only. 

4. The most competent judges, therefore, have no scruple to claM 
such poemi as Mllton*s Faradise Lost, Lucan's Pharsalia, Statiu9*a 
Thebaid, Ossian's Fingal and Temora, Camoens' Lusiad, Voltaire's 
Henriade, Fenelon's Telemachus, Glover's Leonidas, and Wilkie's 
Epigoniad, under the same species of composition with the Iliad sgad 
the iEneid ; though some of them approach much nearer than others 
to the perfection of these celebrated works. They are, undoubtedly, 
all epic ; that is, poetical recitals of great adventures ; which is all 
that is meant by this denomination of poetry. {lUus: 1.) 

5. The end which epic poetry proposes, is to extend our ideas of 
human perfection ; or, in other words, to excite admiration. Now 
this can be accomplished only by proper representations of heroic 
deeds, and virtuous characters. For high virtue is the object, which 
all mankind are formed to admire; and, therefore, epic poems are, 
and must be, favourable to the cause of virtue. Valour, truth, justice, 
fidelity, friendship^ piety, magnanimity, are the objects which, in the 
course of such compositions, are presented to our minds, under the 
most splendid and honourable colours. 

6. In behalf of virtuous personages, our affections are engaged ; in 
their designs, and their distresses, we are interested; the generous 
and public affections are awakened ; the mind is purified from sensual 
and mean pursuits, and accustomed to take part in great, heroic en- 
terprises. It is, indeed, no small testimony in honour of virtue, that 
several of the most refined and elegant entertainments of mankind, 
such as that species of poetical composition which we now consider, 
must be grounded on moral sentiments and impressions. This is a 
testimony of such weight, that* were it in the power of sceptical phi- 
losophers, to weaken the force of those reasonings which establish the 
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dMntial distiiictions between vice and virtue, the wrHings of epic po** 
etB alone were sufficient to refute their false philosophy ; shewing, by 
tiiat appeal which they constantly make to ^e feelings of mankind in 
favour of virtue, that the foundations of it are laid deep and stvoug^ in 
human nature. 

596. The general strain and spirit of epic composition, 
sufficiently mark its distinction from the other kinds of 
poetry. 

nius. 1. In pastoral writing, the reigning idea is innocence and 
tranquillity. Cfompasslon is the great cSjectof tragedy; ridicule the 
province of comedy. The predominant character otthe epic is, admi- 
ration excited by heroic actions. 

2. It is sufficiently distinguished from history, both by its poetical 
form, and the liberty of fiction which it assumes. It is a more calm 
composition than tragedy. It admits, nay, requires, the pathetic and 
the violent, on particular occasions ; but the pathetic is not expected 
to be its general character. It requires, more than any other species 
of poetry, a grave, equal, and supported dignity. 

3. It takes in a greater compass of time and action, than dramatie 
writing admits ; and tltereby allows a more full display of characters. 
Dramatic, writings disp lay characters chiefly by means of sentimenli 
and passions ; epic pottry, chiefly by means of actions. The emo- 
tions, therefore, which it raises, are not so violent, but they are more 
prolonged. 

Ohs. These are the ^ eneral characteristics of this species of compos 
tition. But, in order to give a more particular and critical view of it, 
let us consider the epic poem under three heads ; first, with respect to 
the subject, or action ; secondly, with respect to the actors, or char- 
acters ; and, lastly, with respect to the narration of the poet. 

597. The action, or subject of the epic poem, must have 
three qualifications: it must be one; it must he great ; it 
must be interesting, 

lUus, 1. First, it must be one action, or enterprise, which the poet 
chooses for his subject. 

Example 1. In all the great epic poems, unity of action is sufficient^ 
ly apparent. Virgil, for instance, has chosen for his subject, the e»- 
toblishment of iEneas in Italy. From the beginning to the end of the 
poem, this object is ever' in our view, and links all the parts of it to- 
gether with full connection. The unity of the Odyssey is of the same 
nature ; the return and re-establishment of Ulysses in his own country. 
The subject of Tasso is the recovery of Jerusalem from the Infidels; 
that of if ilton, the expulsion of our first parents from Paradise ; and 
both of tiiem are unexceptionable in the unity of the story. 

2. The professed subject of the Iliad, is the anser of Achilles, with 
ttte consequences which it produced. The Greexs carry on many un- 
successful engagements against the Trojans, as long as they are depriv- 
ed of the assistance of Acmlles. Upon his being appeased and recon- 
ciled to A^amenmen, victory follows, and the poem ctoses. 

Analw%$, It must be owned, however, that the unity, or connecting 
principle, is not quite so sensible to the imagination here, as in the 
MaM. For, throughout many books of (he IBad, Aehillei is out of 

26 
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iigfat : he If lofC in inaetton ; and tfie ftncy dweUf cA no odier oliject 
than uia lacceM of the two urmiet that we aee contending in war. 

iUttfl. 2. The unity of the epic action is not tobe 80 atricUy interpret- 
ed, as if it excluded all episodes, or subordinate actions. 

t. Episodes are certain actions, or incidents, introduced into the 
narration, connected with the principal action, yet not of such import- 
ance as to destroy the main subject isi the poem, if they had been 
omitted. 

Example, Of this nature are the interview of Hector with Androma- 
che, in the Iliad ; the story of Caucus, and that of Nisus and Euryalus. 
in the ^neid ; the adventures of Tancred with Erminia and Clorinda, 
In the Jerusalem ; and the prospect of his descendants exhibited to 
Adam, In the last books of Para^dse Lost 

598. Such episodes as these, are not only pennitted to 
an epic poet ; but, provided they be properly executed, are 
great ornaments to his work. The rules I'egarding them are 
Uie following : 

599. Rule first. They must be naturally introduced; 
they musk have a sufficient connection with the subject of 
the poem; they must be inferior parts that belong to it; 
but not mere appendages stuck to it. 

iZZus. The episode of Olinda and Sophronia in the second book of 
Tasso's Jerusalem, is faulty, by transgressing t lis rule. It is too much 
detached from the rest of the work; and bfing introduced so near 
the opening of the poem, misleads the reader into an expectation, that 
it is to be of some future consequence ; whereas it proves to be con- 
nected with nothing that follows. In projiortioD as any episode is 
slightly related to the main subject, it should always be the shorter. 
The passion of Dido in the iEneid, and the snares of Armida in the 
Jerusalem, which are expanded so fully in these poems, cannot with 
propriety be called episodes. They are. constituent parts of the work, 
and form a considerable share of the intrigue of the poem. 

600. Rule second. Episodes ought to present to us ob- 
jects of a different kind, from those which go b^ore, and 
those which follow, in the course of the poem. For it is 
principally for the sake of variety, that episodes are intro* 
duced into an epic composition. In so long a work, they 
tend to diversify the subject, and to relieve the reader, by 
shifting the scene. In the midst of combats, therefore, an 
episode of the martial kind would be out of place ; whereas. 
Hector's visit to Andromache in the Iliad, and Erminia's 
adventure with the shepherd, in the seventh book of the Je- 
rusalem, afford us a well-judged and pleading retreat from 
camps and battles. 

601. Rule third. As an episode is a professed . em6eZ/t5^ 
menty it ought to be particularly elegant and wetUJinished ; 
and, accordingly, it is, for the most part, in pieces of this 
kind, that poets put forth their strength. The episodes of 
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Teribazus and Ariana, in Leonidas, and of the death of 
Hercules, in the Epigoniad, are the two greatest beauties in 
these poems. 

602. The unity of the epic action necessarily supposes, 
that the action be entire and complete ; that is, as Aristotle 
well expresses it, that it have a beginning, a nuddle, and an 
end. 

Was. Either by relating the. whole, in his own person, or by intro- 
ducing some of his actors to relate what had passed before the open- 
ing of the poem, the author must always contrive to give us full in- 
formation of every thing tiiat belongs to his subject ; he must not leave 
our curiosity, in any article, ungratified ; he must bring us precisely to 
the accomplishment of his plan ; and then conclude. 

603. The second qualification of an epic action, is, that 
it be great; that it have sufficient splendour and import- 
ance, both to fix our attention, and to justify the magnificent 
apparatus which the poet bestows upon it. 

Oba, This is so evidenUy requisite as not to require illustration ; and 
indeed, hardly any who have attempted ejHc poetry, have failed in choos- 
ing some subject sufficiently important, either by the nature of the lo- 
tion, or by the fame of the personages concerned in it 

604. It contributes to the grandeur of the epic sUbjec 
that it be not of a modern date, nor fall within any period 
of history with which we are intimately acquainted. 

ObB. Both Lucan and Voltaire have, in the choice of their subjects, 
transgressed this rule, and fhey have, upon that account, succeeded 
worse. Antiquity is favourable to those high and august ideas which 
epic poetry is designed to raise. It tends to agerandize, in our imagin- 
ation, both persons and events ; and what is still more material, it ^- 
lows the poet the liberty of adorning his subject by means of fiction. 
Whereas, as soon as he comes within the verge of real and authenti- 
cated history, this liberty is abridged. 

605. The third property required in the epic^ poem, is, 
that it be interesting. It is not sufficient for this purpose 
that it be great. For deeds of mere valour, how heroic 
soever, may prove cold and tiresome^ 

iUtis. Much will depend on the happy choice of some subject, which 
shall, by its nature, interest the pubUc i as when the poet selects for 
his hero, one who is the founder, or the deliverer, or the favourite of 
his nation ; or when he writes of achievements that have been highly 
celebrated, or have been connected with, important consequences to 
any public cause. Most of the great epic poems are abundandy fortu- 
nate in this respect, and were, no doubt, as interesting to those ages 
and countries in which they were composed, as tiiey are to us. 

606. But the chief circumstance which renders an epi« 
poem interesting, and which tends to interest, not one age 
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or country alone, but all readers^ is the duHul coadoct of 
the author in the management of his subject 

Hhu. He must lo contrive his plan, as that it shall coin|Nrehen<l 
many afleeting incidents. He must not dazzle us perpetually with 
yaliant achievements ; for all readers become tired of constant fight- 
ing, and battles ; but he must study to touch our hearts. He may 
•ometimes be awiful and august ; he must oft^i be tender and paret- 
ic ; he mustgive us gentle and pleasing scenes of love, friendship, and 
affection. The more an epic poem abounds with situations which awa- 
ken the feelings of humamty, the more*interesting it is: and these al- 
ways Ibrm the favourite passages of the work. No epic poets are 
more hq>py in this respect than Virgil and Tasao. 

607. Much, too, depends on the characters of the heroes^ 
for rendering the poem interesting ; that they be such as 
shall strongly attach the readers, and make them take part 
in the dangers which the heroes encounter. 

JUim, These dangers, or obstacles, ibrm what is called tile nodus, 
or the intrigue of me epic poem : in the judicious conduct of which 
consists much of the poet's art. He must rouse our attention by a 
prospect of the difficulties which seem to threaten disappointment to 
the enterprise of his fieivourite personages ; he must make these diffi- 
culties grow and thicken upon us, by degrees ; tOl, alter having kept 
us, for some time, in a state of agitation and suspense, he paves the 
way, by a proper preparation of incidents, for the winding up of the 
plot in a natural and probable manner. It is plain, that every tale 
which is designed to engage attention, must be conducted on a plan of 
this sort. 

608. A question has been moved. Whether the nature of 
the epic poem does not require that it should always end 
successfully? Most critics are inclined to think, that a 
successful issue is the most proper; and they appear to 
have reason on their side. An unhappy conclusion depress- 
es the mind, and is opposite to the elerating emotions which 
belong to this species of poetry. 

609. With regard to the time or^ duration of the epic ac- 
tion, no precise boundaries can be ascertained. A consid- 
erable extent is always allowed to it, as it does not neces- 
sarily depend on those violent passions which can be suppo^ 
ed to have only a short continuance. 

IUm, The Iliad, which is formed upon the anger of Achilles, has, 
with propriety, the shortest duration of any of the great epic poems. 
According to Bossu, the action lasts no longer than iorty-seven days. 
The action of the Odyssey, computed from the taking of Troy to the 
peace of Ithaca, extends to eight years and a half: and the action of 
the- JSneid, computed in the same way, from the taking of Troy to the 
death of Tumus, includes about six years. But if we measure the pe- 
riod only of the poet's own narration, or compute from the time in 
which tne hero makes his first appearance, till the conclusion, the du- 
ration of both these last poems is brought within, a much smaUer cook 
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pfM, The Odyssey, be^mng with Ulysses ia the island of palypao» 
comprehends fifty-eight days onl^ ; and the i£neid, be^ning with 
the storm, which throws iEneas upon the cpast of Africa, is reckoned to 
include, at the most, a year and some months., 

Obs. Haying thus treated of the epic action, or the subject of the poem, 
we proceed next to midie some observations on the actors or personages. 

610. As it is the business of an epic poet to copy after na-> 
tare, and to form a probable, interesting tale, he must atudj 
to give all his personages proper and wel Insupported charac- 
ters, such as display the features of tie human nature. 
This is what Aristotle calls, giving mani ers to the poem. 

0b9. It is by no means necessary, that all his actors be morally 
good ; imperfect, nay^ vicious characters, may find a proper place ; 
though the nature of epic poetry seems to require, that the principal 
figures exhibited should be such as tend to raise- admiration tmd love, 
rather than hatred or contempt. But whatever tiie character be which 
a poet gives to any of his actors, he must take care to preserve it uni- 
form, and consistent with itself. Every tbine which that person says, 
or does, must be suited to this uniformity^ and must serve to distinguidl 
him from any other. 

/ 611. Poetic characters may be divided into two kinds, 

general and particular. 

Ist, General characters are, such as wise, brate, Tirtaoot, 

without any farther distinction. 
\ 2nd. Particular characters, express the species of bravery, 

t>f wisdom, of virtue, for which any one is eminent. 

Rha. They exhibit the peculiar features which dSstinguish one indi- 
vidual from another, which mark the difference of the same moral 
quality in different men, according as it is combined with other dispo- 
sitioBS in their temper. In drawing such partfcular characters, the 
genius of the poet is chiefly exerted. 

Obs. In this part. Homer has principally excelled ; Tasso has com« 
the nearest to Homer ; and Virgil has been the most deficient. 

612. It has been the practice of all epic poets, to select 
some one personage, whom they distinguish above all the 
rest, and make the hero of the tale. This is considered as 
essential to epic composition, and is attended with several 
advantages. 

lUus. 1 . It renders the unity of the subject more sensible, when there 

is one principal figure, to which, as to a centre, all the rest refer. It 

tends to interest us more in the enterprise which is carried on ; and it 

ffives the poet an opportunity of exerting his talents for adorning and 

. aispliwing one character, with peculiar splendour. 

2. It has been asked, Who then is the hero of Paradise Lost ? Satanf 
It has been answered by some critics ; but Adam is undoubtedly the 
hero ; that is, the capital and most interesting figure in the poem. 

613. Besides human actors, there are personages of an- 
other kind, that usually occupy no small place in epic poet- 

26* 



ty; namely the gods, or ropernatural beingft; £>niii^ 
what is called the mtuhinety of the epic poem. 

iUttf. 1. Alanoft ill die French critics decide in favour of machhiery, 
at eefeotiai to tbe constitutkm of an epic poem. This decision seems 
la be founded en the practice of Homer and Virgil. These poets very 
properly embellished their story by the traditional tales and populaf 
legends of their own country ; according to which, all the great trans- 
actioiia of the heroic times were intermixed with (he fables of their dei« 
ties. (lUuB. Art. ».) 

2. In other countru s, and other ages, where there is not the like ad- 
vantaze of current su] erstition, and popular credulity, epic poetry has 
been diflerently condu cted. Lucan nas composed a very spirited' poem, 
eertainW of the e|ric kind, where neither gods nor supernatural beings 
ar^at all employed. The author of Leonidas has made an attempt of 
the same kind, not without success ; and beyond doubt, wherever a 
poet gives us a regular heroic story, well connected in its parts, adom-^ 
•d with characters, and supported with proper dignity and elevatioin, 
tiiottcfa hie agents be every one of them human, he has iulfilled the chief 
requiaites of this sort of composition, and has a just title to be classed 
with epic writers. 

8. Mankind do not consider poetical writings with a philosophical 
eye. They seek entertainment from them ; and for tbe bulk of read- 
ers, indeed for almost all men, the marvellous has a great charm. It 
gratifies and fills the imagination ; and gives room for many strildn|^ 
and sublime descriptions. In epic poetry, in particular, where admi- 
ration and lofty ideas are supposed to reign, the marvellous and super- 
natural find, it any where, their proper place. They both enable the 
poet to agn^randlze bis subject, by means of those august and solemn 
d^eets which religion and supernatural agents introduce mto it; and 
they allow him to enlarge and diversify his p|an, by comprehending^ 
within it the realities of earth, the probabilities of Elysium and.of Tar- 
tarus, men and invisible beings, and the whole circle of the uiiiverse. 

614. At the saniQ time, iti ^e use of this supernatural 
machinery, it becomes a poet to be temperate and prudent. 
He is not at liberty to invent what system of the marvel- 
lous he pleases. It must always have some foundation in 
popular belief. He must avail himself in a decent manner^ 
either of the religious faith, or the superstitious credulity of 
the country wherein he lives; or of which he writes, -feo aa to 
give an air of probability to events which are most contrary 
to the common course of nature. 

Jllu$. Whatever machinery he employs, he must not overload us witih 
It ; nor withdraw human actions and manners too much from view, 
nor obscure them under a cloud of incredible fictions. His chief bu- 
siness is to relate to men, the actions and the exploits of men ; by these 
principally he is to interest, and touch our hearts. ; and, therefore, if 
probability be altogether banished from his work, it can never make a 
deep or a lasting impression. Paradise Lost being altogether theolo- 
gical, Milton's supernatural beings form not the machinery, but are 
the principal actorS in the poem. 

615. Allegorical personages, fame, discord, lave, and the 
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like, it maf be safely pronounced, have been supposed to 
form the worst machmery of any. 

lUus, In description Ady are aometimes allowable, and may senre 
(or embelli^iment ; but they should never be permitted to bear any 
share in the actios of the poem. For, being plain and declared fictions^ 
mere names of general ideas, to which even £uicy cannot attribute any 
existence as persons, if they are introduced as mingling with human 
actors, an intcderable confusion of shadows and reahties arises, and all 
consistency of action is utterly destroyed. {See Art. 307. and 806.) 

616. In the narration of the poet, which is the last head 
that remains to be considered, it is not material, whether he 
relate the whole story in his own character, or introduce 
some of his personages to relate any part of the action that 
had passed before the poem opens. 

tUus, Homer follows the one method in his Iliad, and the other la 
his Odyssey. Virgil has, in this respect, imitated the conduct of tho 
Odyssey ; Tasso that of the Iliad. 

617. In the propositidn of the subject, the ifwocation, of 
the muse, and other ceremonies of the introduction, poets 
nay vary at their pleasure. 

nhu. It is trifling to make these little formaHties the diject of pre- 
cise rule, any farther than that the subject of the work should always 
be clearly proposed, and without afiected or unsuitable pomp. For, 
according to Horace's noted rule, no introduction should ever set out 
too hiffh, or promise too much, lest the author should not fulfil the ex- 
pectations he has raised. 

618. What is of most importance in the tenor of the nor- 
ration is, that it be perspicuous, animated, and enriched 
with all the beauties of poetry. No sort of composition re- 
(piires more strength, dignity, and Jire of imagination, than 
the epic poem. 

iZhis. I. It is the region within which we look for every thing that 
is sublime in description, tender in sentiment, and bold and lively in ex- 
pression ; and, therefore, though an author's plan should be &ultless, 
and his story ever so well conducted, yet if he be feeble, or flat in 
style, destitute of affecting scenes, and deficient in poetical colouring, 
be can have no success. 

2. The ornaments which epic poetry admits, must all be of the grave 
and chaste kind. Noticing diat is loose, ludicrous, or affected, finds 
any place there. All the objects which it presents ought to be either 
great, or tender, or pleasing. Descriptions of disgusting or shocking 
objects should as much as possible be avoided ; and therefore the &- 
ble of the Harpies, in the third book of the JSneld, and the allegory of 
Sin and Death, in the second book of Paradise Lost, had been better 
omitted in these celebrated poems. 

Ohs. The judicious teacher is left to illustrate, from the epic poems 
to which we have referred, the several branches of composition and 
ornament for which we have furnished rules or criteria of judgment. 
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CHAPTER VIIL 

CONCLUSION. 
ON PRONUNCIATION I Olt DfiUltKET. 

619. THE great objects which erery speaker will kiato- 
rally have in view in forming his delivery, are, first, to speak 
•0 as to be fully and easily understood by all who hear him ; 
and next, to speak with grace and ferce, so as to please and 
to move his audience. 

020. In order to be fully and easily understood, the four 
ahief requisites are, a due degree of loudness of voice ; dis- 
thictness ; slowness ; and propriety of pronunciation. 

§21. The first attention of every public speaker, doubt- 
less, must be to make himself be heard by all those to whom 
he speaks. He must endeavour to fill with his voice the 
space occupied by the assembly 

Ofrf. 1. TMs power of voice, it may be thought, is wholly a natural 
talent. It is so In a rood measure ; but, however, it may receive oon- 
■iderable assistance irom art Much depends for this purpose on the 
proper pitch and management of the voice. 

2. Every man has Uiree pitches in his voice ; the high, the middle, 
and the low one. The high is that which he ^ses in calling aloud to 
some one at a distance. The low is, when he approaches to a whis- 
per. The middle is that which he employs in common conversation, 
and which he should generally use in public discourse. 

022. In the next place, to being well heard, and clearly 
understood, distinctness of articulation contributes more^ 
perhaps, than mere loudness of sound. 

Ob$. The quantity of sound necessary to fill even a large space, is 
•mailer than is commonly imagined : and with distinct aiticulation, a 
man of a weak voice will make it reach farther than 6ie strongest voic# 
can reach without distinct articulation. 

Carol. To this, therefore, every public speaker ought to pay great at- 
tention. He must give every sound which he utters/ its due proper^ 
tion, and make every syllable, and even every letter in the word which 
he pronounces, be heard distinctly ; without slurring^ whispering, or 
suppref sing any of the proper sounds. 

623. In the third place, in order to articulate distinctly, 
moderation is requisite with regard to the speed of pro- 
nouncing. Precipitancy of speech confounds all articula- 
tion, and all meaning. 

Oba, We 'need scarcely observe, that there may be also an extreme 
on the opposite side. . It is obvious, ths^t a lifeless, drawling pronun- 
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dation, which allows the minds of the hearers to be always outninning 
the speaker, must render every discourse insipid and fetiguing. But 
the extreme of speaking too fast is much more common, and requires 
the more to be guarded against, because, when it has grown up into a 
habit, few errors are more difficult to be corrected. , 

624. After these fundamental attentions to the pitch and 
management of the voice, to distinct articulation, and to a 
proper degree of slowness of speech, what a public speaker 
niust, in the fourth place, study, is, propriety of pronuncia- 
tion; or the giving to every word which he utters, that 
sound, which the most polite usage of the language appro- 
priates to it ; in opposition to broad, vulgar, or provincisit 
pronunciation. 

Obs. This is requisite, both for speaking intelligibly, and for speak- 
ing with grace or beauty. Instructions concerning this article, can be 
given by the living voice only. 

625. Emphasis, pauses, tones, and gestures. 

626. By emphasis, is meant a stronger and fuller sound 
of voice, by which we distinguish the accented syllable of 
some word, on which we design to lay particular stress, and 
to show how it affects the rest of the sentence. 

Obs, 1. Sometimes the emphatic word must be distinguished by a 
particular tone of voice, as well as by a stronger accent. On the right 
management of the emphasis, depend the whole life and spirit of every 
discourse. 

2. If no emphasis be placed on any words, not only is discourse 
rendered heavy and lifeless, but the meaning left often ambiguous. If 
the emphasis be placed wrong, we pervert and confound the meaning 
wholly. 

Example, '* Do you ride to town to day ?" is capable of no fewer 
than four different acceptations, according as the emphasis is differ- 
ently placed on the words. If it be pronounced thus. Do you ride to 
town to-day ? the answer may naturally be, No; I send my servant in 
my stead. If thus. Do you rtde to town to-day ? No ; I intend to walk. 
Do you ride to toum to-day ? No ; I ride out into the fields. Do you 
ride to town to-day ? No ; but I shall to-morrow. 

Obs. 3. In like manner, in solemn discourse, the whole force and 
beauty of an expression often depend on the accented word ; and we 
may present to the hearers quite difierent views of the same sentiment, 
by placing the emphasis differently. 

Example. In the following words of our Saviour, observe in what 
dififerent lights the thought is placed, according as the words are pro- 
nounced : ** Judas, betrayest thou the Son of Man with a kiss V* Be- 
trayest thou — makes the reproach turn on the infamy of treachery. 
Betrayest tAou-— makes it rest upon Judas's connection with his Mas- 
ter. Betrayest thou the Son qf Man — rests it upon the Son of Man's 
personal character and eminence. Betrayest uou the Son of Man 
with a kiss f — turns it upon his prostituting the signal of peace and 
friendship, to the purpose of a mark of destruction. 
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027. Next to emphasis, the pauses in speaking demand 
attention. These are of two kmds ; first, emphcttical paua^ 
es; and next, such as mark the distinctions cjf sense. 

lUu$. X, An emphatical pause is made, after sometfaine has been 
•aid of peculiar moment, and on which we want to fix the hearer's at- 
tention. Sometimes before such a thine has been said, we usher it in 
with an emphatical pause. Such pauses nave the same effect as a strong 
emphasis; and are subject to the same rules; especially to the cau- 
tion just now giTen, of not repeating them too frequently. For as they 
excite uncommon attention, and of course raise expectation, Sf the im- 
portance of the matter be not f^Uy answerable to such expectation, 
they occasion disappointment and disgust 

# 2. But the most frequent, and the principal use of pauses, is fo mark 
the dirisions of the sense, and at the same tkne to allow the speaker to 
draw his breath ; and the proper and graceful adjustment of such 
pauses is one of the most nice and difficult articles in delivery. 

628. When we are reading or reciting verse, there is a 
peculiar difficulty in making the pauses justly. The di& 
ficulty arises from the melody of verse, which dictates to 
the ear pauses or rests of its own ; and to adjust and com- 
pound these properly with the pauses of the sense, so as 
neither to hurt the ear, nor offend the understanding, is so 
very nice a matter, that it is no wonder we so seldom meet 
with good readers of poetry. 

lUus. 1. There are two kinds of pauses that belong to the music of 
verse ; one is, the pause at the end of the line ; and the otitier, the 
cftsural pause in the middle of it With regard to the pause at the 
«nd of the line, which marks that strain or verse to be finished, rhyme 
renders this always sensible, and in some measure compels us to ob- 
•erve it in our pronunciation. 

2. In blank verse, where there is a greater liberty permitted of run- 
ning the lines into one another, sometimes without «ny suspension in 
the sense, it has been made a question, Whether in reading such verse 
with proprietv, any rejprd at all should be paid to the close of a line ? 

S. We ought, therefore, certainly to read blank verse so as t5 make 
every line sensible to the ear. At the same time, in doing so, every 
appearance of sine-song and tone must be carefully guarded against 
The close of the Ime, where it makes no pause in the meaning, ought 
to be marked, not by such a tone as is used in finishing a sentence ; 
but without either letting the voice fall, or elevating it, it should be 
marked only by such a slight suspension of sound, as may distinguish 
the passage from one line to another without injuring the meaning. 

4. The other kind of musical pause, is that whicn falls somewhere 
about the middle of the verse, and divides it into two hemistichs ; a 
pause, not so gr,eat as that which belongs to the close of the line, but 
still sensible to an ordinary ear. {See Art. 669.) 

629. The rule of proper pronunciation here is, to regard 
only the pause which the sense forms ; and to read the line 
accordingly. ,The neglect of the caesural pause may make 
the line sound somewhat unharmoniously ; but the effect 
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would be much worse, if the sense were sacrificed to the 
sound. 

630. Tones in pronunciation are different both firom em- 
phasis and pauses ; they consist in the modulatioH of the 
vcicBy and the not^s or variations of sound which we emploj 
in speaking. 

nius. 1. How much of the propriety, ^e force and grace of .dis* 
course, must depend on these, will appear from this single considera- 
tion ; Uiat to almost every sentiment we utter, more especially to eve- 
ry strong emotion, nature hath adapted some peculiar tone of voice ; 
insomuch, that he who should tell another that he was very angry, or 
much grieved, in a tone which did not suit such emotions, instead of 
heing believed, would be laughed at. 

2. Sympathy is one of the most powerful, principles by which per- 
suasive discourse works upon the mind. The speaker endeavours to 
transfuse into his hearers his own sentiments and emotions : which he 
can never be successful in doing, unless he utters them in such a man- 
ner as to convince the hearers that he feels them. The proper ex- 
pression of tones, therefore, deserves to be attentively studied by eve- 
ry one who would be a successful orator. 

3. Follow nature ; consider how she teaches you to utter any senti- 
ment or feeling of your heart. Imagine a subject of debate started in 
conversation among grave and wise men, and yourself bearing a share 
in it. Think after what manner, with what tones' and inflections of 
voice, you would on such an occasion express yourself, when you were 
most in earnest, and sought most to be listened to. These are the 
(ones which the advocate carries with him to the bar, the clergyman, 
to the pulpit, and the patriot and demagogue, to any public assembly. 
Let then these be the foundation of your manner of'^ pronouncing, and 
you will take the surest method of rendering your delivery both 
agreeable and persuasive. 

631. Of GESTURE^ or tohat is called action in public (ftV 
course. 

632. The fundamental rule, as to (H^priety of cu^tion, is 
undoubtedly the same with what hath been given as to pro- 
prietyof tone. Attend to the looks and gestures, in which 
earnestness, indignation, compassion, or any other emotion, 
discovers itself to most advantage in the common intercourse 
of men ; and let these be your models. 

lUus. 1. Some of these looks and gestures are common to all men ; 
and there are also certain peculiarities of manner which distinguish 
every individual. A public speaker must take that manner which ii 
most natural to himself. For it is here, just as in tones. 

2. It is not the business of a speaker to form to himlelf a certam 
•et of motions and gestures, which he thinks most becoming and 
agreeable, and to practise these in public, without their havine any 
correspondence to the manner which is natural to him in private. 
His gestures and motions ought all to carry that kind of expres^on 
which nature has dictated to him ; and unless this be the case, it w 
impossible, by ineans of any study, to avoid their appearing stiff* and 
ibrced. 
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8. The study of actioQ in public neakiD^, consistii chiefly in guard- 
ing against awKward axui disagreeable motions, and in learning to per- 
form such as are natural to the speakei, in the most becoming manner . 
For this end, it has been advised by writers on this subject, to practise 
before a mirror, where one may see and judge of his own gestures. 

Scholium. To succeed well in delivery, notlung is more necessaiy 
tfian for a speaker 4o guard against a certain flutter of spirits, which 
is peculiarly incident to those who begin to speak in public. He must 
endeavour, above all things, to be collected, and master of himseUl 
For this end, be wiH find nothing of more use to him, than to study to 
beeome wholly engaged in his subject ; to be possessed with a sense of 
its importance or sertousness; to be concerned much more to persuade 
than to please. He will generally please most when pleasing is not 
his sole nor chief aim. Tius is tne only rational and proper method 
of raising one's self above that timid and 'bashful regard to an audience, 
wliich is so ready to disconcert a speaker, both as to what he is to say, 
and as to his manner of saying it. 

Finally. Guard against all affectation, which is the certain ruin of 
cood delivery. Let your manner, whatever it is, be your own ; nei- 
Sier imitated from another, nor assumed upon some imaginary model, 
which is unnati\ral to you. Whatever is native, even though accom- 
panled with several defects, yet is likely to please ; because it has the 
appearance of coming from the heart. Whereas a delivery, attended 
with, several acquired graces and beauties, if it be not eas^ and free, 
if it betray the marks of art and affectation, never fails to disgust 
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